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PREFACE. 

THE  Author,  in  presenting  this  little  work  to  the 
public,  does  so  with  a  considerable  amount  of  diffi- 
dence, and  with  a  full  sense  of  its  many  short- 
comings. It  is  an  enlargement  of  some  articles  that 
appeared  originally  in  serial  form,  and  it  is  hoped 
that  in  their  present  shape  they  may  be  of  use  to  the 
student,  for  whom  they  were  expressly  written.  Some 
acquaintance  with  fugues  and  other  forms  is  neces- 
sarily presupposed,  and,  although  technical  terms 
have  been  avoided  as  far  as  possible,  a  certain 
amount  are  obviously  enforced  by  the  nature  of  the 
subject.  The  student  should  make  himself  familiar 
with  these  in  all  their  bearings  before  reading  this 
work,  and  should  also  have  a  copy  of  the  Organ 
Works  of  Mendelssohn  near  at  hand  for  constant 
reference. 
Tonbrtdge. 
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This  interesting  FACSIMILE  of  the  conclusion 
FINAL  MOVEMENT  of  the  FIRST  SONATA  is  given  t 
the  original  manuscript. 


Mendelssohn's  Organ  Works.— LONDON  :  W.  REEVES. 


r*        (  }  &-'•    iQ*    i^ 

uL  •>    \  i       i     i  ^  :*  j   ,A 

v  --^v^  "~*^" — i  u —  i      ""^^ J: 

x-\                         /^  ^r^O^    O^v"^.        ^ 


^on   of  the   ANDANTE  RECIT.    and   the   beginning   of  the 
n  by  kind  permission  of  Mr.  Arthur  O'Leary  who  possesses 


MENDELSSOHN'S  ORGAN   WORKS, 


«  Sechs  Sonaten  fur  die  Orgel," 
and  the  "  Drei  Prseludien  und 
Fugen,"  need  little  introduction 
from  me,  and  I  may  safely  say  that  all  organists 
worthy  of  the  name  play  them  ;  and  how  many 
a  young  beginner,  when  initiated  into  the 
beauties  of  one  of  them  looks  forward  to  the 
time  when  he  can  get  decently  through  the 
whole  six !  It  is  not  the  object  of  this 
work  to  criticise,  or  to  give  suggestions 
for  performance,  but  to  take  them  one 


2       MENDELSSOHN'S  ORGAN  WORKS. 

by  one  and  comment  on  their  structure,  to 
analyse  their  various  features,  principally 
for  the  use  of  students,  who,  while 
aspiring  to  play  may  be  helped  to  give 
a  more  intelligent  interpretation  to  them  by  a 
knowledge  of  the  means  the  composer  has 
used  to  build  them  together.  That  familiar- 
ity breeds  contempt,  we  all  know ;  and  yet 
although  familiarity  could  hardly  ever  breed 
contempt  for  works  of  this  calibre,  it  often 
makes  us  ignore  or  pass  over  beauties  and  in- 
teresting features  which  perhaps  in  less  known 
works  we  should  "spot  out"  more  readily. 
The  necessity  of  pupils,  when  studying  the 
execution  of  a  work,  not  only  to  work  at  its  ex- 
ecution, but  also  to  find  out  its  distinctive  and 
structural  features  as  a  composition  cannot 
be  too  much  insisted  on.  Study  a  piece  to 
its  very  roots,  is  Arabella  Godard's  advice  to 
all  pianoforte  students.  One  can  never  come 
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from  real  honest  study  of  a  noble  work  with- 
out feeling  some  benefit.  Therefore,  it  is  the 
purpose  of  this  work — however  far  it  may  fall 
short  of  what  it  ought  to  be — to  bring  before 
the  reader  the  chief  characteristics  of  the 
works  in  question  as  they  present  themselves. 
The  sonatas  are  structurally  all  different — 
each  one  unfolds  fresh  ideas  of  form  as  well  as 
_effect.  They  are  naturally  contrapuntal — all 
works  for  the  organ  of  the  highest  order  must 
be  so  more  or  less,  for  the  power  the  organ 
has  of  sustaining  parts  demands  a  certain 
amount  of  imitative  writing,  and  besides, 
counterpoint  lends  a  dignity  and  massiveness 
to  this  most  solemn  of  instruments,  associated 
as  it  is  the  world  over  with  sacred  buildings 
and  religious  ceremonies.  Hence  Mendels- 
sohn, a  great  master  of  the  art  of  polyphony, 
following  the  example  of  his  still  greater  prede- 
cessor Bach,  makes  a  large  use  of  counterpoint 
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in  these  sonatas  and  every  one  except  the  fifth 
contains  a  fully  developed  fugue. 

To  still  further  render  these  sonatas  essen- 
tially Church  compositions,  Mendelssohn 
makes  considerable  use  of  chorals — which 
chorals,  it  must  be  remembered,  are  in  Ger- 
many pre-eminently  associated  with  religious 
matters,  as  each  choral  conveys  to  the  German 
mind  some  particular  verse  or  hymn  with 
which  the  tune  is  generally  connected,  much 
the  same  as  "  Abide  with  me  "  would  do  to  us. 
With  the  exception  of  the  fifth,  where  it  is  used 
simply  as  an  introduction,  and  is  not  heard  in 
the  subsequent  movements,  he  has  worked 
them  into  his  movements  as  an  integral,  in- 
separable part  of  the  whole.  In  the  second 
and  fourth  sonatas,  the  choral  is  not  used  at 
all. 

Thus  they  are  distinctly  church  sonatas, 
atnd  are  peculiarly  adapted  for  performance  in 
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places  of  .worship.  Their  whole  expression  is 
made  to  correspond,  and  breathes  of  that  sub- 
limity and  nobleness  necessary  to  works  of 
this  class, — for  the  noblest  of  purposes,  and 
performed  on  the  noblest  of  instruments.  So 
Mendelssohn  here  is  scarcely  the  bright,  me- 
lodious, genial  Mendelssohn  one  finds,  for 
example,  in  the  "  Lieder  ohne  Worte ;  "  and 
hardly  the  popular  Mendelssohn,  the  Mendels- 
sohn so  deeply  rooted  in  the  hearts  of  the 
mass  of  English  amateurs ; — but,  more,  the 
giant  Mendelssohn,  the  wielder  of  the  hammer 
of  Thor,  one  finds  in  "  O  great  is  the  depth  " 
(in  "  St.  Paul  "),  and  other  kindred  choruses, 
— the  Mendelssohn  honoured  by  musicians,  a 
profound  scholar  and  a  genius. 
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SONATA   I. 

The  first  sonata  is  in  the  key  of  F  minor, 

and  consists  of  four  movements ;  (i)  Allegro 

moderate  e  serioso,   (2)  Adagio,   (3)  Andante 

recit,    (4)    Allegro    vivace    assai.     The    first 

jnovement,  Allegro  moderate  e  serioso,  begins 

— 5» 

with  three  chords  (Ex.  i,  a)*  : — 
Ex.  i.     (a)^ N         (b) 


which  are  repeated  three  notes  lower  (Ex.  i, 
6),  this  time  however  with  an  introductory 
quaver.  These  four  notes  form  the  chief 
material  used  in  the  opening  of  this  move- 

*  The  phrase  marks  in  this  and  the  other  examples  will 
be  found  to  differ  slightly  from  those  which  Mendelssohn 
himself  placed,  and  are  merely  so  altered  for  convenience  in 
showing  the  beginning  and  termination  of  a  phrase. 
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ment.  The  bars  to  the  thirteenth  must  be 
looked  upon  simply  as  an  introduction  to  the 
fugue  which  follows,  and  which -it  overlaps  by 
two  bars.  No  reference  is  made  to  this  intro- 
duction later  on.  The  fugue  begins  in  the 
eleventh  bar,  the  subject  of  which  is  : — 


The  answer  is  tonal,  and  there  is  no  regular 
counter  subject.  At  the  conclusion  of  the  ex- 
position— that  is,  after  the  subject  has  been 
heard  in  all  the  four  parts — there  is  a  long 
episode,  founded,  chiefly  on  the  first  four  notes 
of  the  subject,  terminating  with  a  definite  close 
in  the  dominant  minor  key  (C  minor).  Closes 
such  as  this  are  not  usual  in  ordinary  fugues, 
remarks  Mr.  James  Higgs,  "  except  at  the  ter- 
mination of  the  entire  composition ;  for, 
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although  the  harmonic  progression  (dominant 
to  tonic)  that  belongs  to  the  perfect  cadence 
is  often  employed,  yet  it  will  be  found  when 
this  occurs  in  the  course  of  a  fugue,  instead  of 
marking  a  point  of  repose,  it  generally  becomes 
a  new  point  of  departure  for  one  or  other  of  the 
voices/1  The  whole  movement  is  exceptional 
as  regards  fugue  form,  and  the  close  here 
simply  serves  to  introduce  the  choral : — 
Ex.  3. 


m 


3=zi 


which  begins  in  the  key  of  A  b,  the  rela- 
tive major  of  the  key.  Between  the  first  and 
second,  and  second  and  third  phrases  of 
the  choral,  the  fugue  subject  is  heard,  the 
first  time  in  toto,  and  the  second  altered 
towards  the  end.  During  the  third  phrase, 
and  not  after  it,  as  before,  the  subject  makes  an 
ingenious  entry : — 
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Ex.  4. 
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and  also  during  the  fourth  phrase,  which  is 
prolonged  by  one  bar,  and  ends  in  F  minor  (the 
tonic) ,  after  two  successive  attempts,  starts  off, 
while  the  choral  is  finishing  its  last  two  bars, 
in  contrary  motion — that  is,  with  the  subject 
exactly  the  reverse  of  what  it  was  before  :  — 


Ex.  5. 
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Here  the  choral  in  its  turn  gives  way,  and  the 
fugue  proceeds  on  an  uninterrupted  course 
for  seventeen  and  a  half  bars,  during  which 
the  subject  is  heard  in  all  the  four  parts  ; 
afterwards  an  episode  follows,  founded  chiefly 
on  the  first  four  notes  of  Ex.  5.  Then  the 
choral  is  heard  again  : 


Ex.  6. 


3E53 


*=^fci 


rr 


F 


Notice  here  how  the  subject  is  used  in  its  in- 
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verted  form,  as  shown  in  Ex.  5,  and  also 
compare  it  with  Ex.  3  and  Ex.  4.  The  first 
example  gives  the  choral  in  its  simplest  form, 
as  it  first  appears,  with  plain  simple  har- 
monies ;  and  then  see  how,  in  the  other  two, 
it  is  used  with  more  complex  harmonies,  first 
with  the  fugue  subject  in  its  original  form, 
and  secondly  with  the  inversion.  This  will 
serve,  I  think,  to  show  the  resourcefulness  of 
the  composer,  and  proves  how  the  same  idea 
may  be  presented  so  as  to  appear  very  differ- 
ent. It  is  then  repeated  three  notes  lower, 
with  the  harmonies  necessarily  somewhat 
different,  in  the  key  of  B  fe  minor,  separated 
from  Ex.  6  by  four  chords  founded  on  the  first 
four  notes  of  the  subject  in  its  original  form 
(see  Ex.  2),  and  then  again  in  C  minor. 
Following  this  comes  a  short  stretto  on  the 
first  four  notes  of  the  subject  (Ex.  2),  when 
the  choral  again  leads  off,  this  time  with  the 
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fugue  subject  in  the  pedals,  the  latter  part  of 
which  is  prolonged  and  serves  as  a  counter- 
point through  three  phrases  of  the  choral, 
ending  in  the  key  of  F  minor  (the  tonic). 
Here  follows  a  stretto  on  a  tonic  pedal,  too 
long  for  quotation  here.  Notice  how  it  leads 
off  with  the  subject  as  it  originally  appears, 
and  then  by  its  inversion.  Next  they  appear 
simultaneously : — 


Pedals. 


a  process  which  is  reversed  further  on,  the 
pedals  taking  the  first  form  and  the  manuals 
the  inversion.  The  climax  is  reached  in  a 
chord  of  the  augmented  sixth  on  D  b,  and  the 
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movement  terminates  with  a  reference  to  the 
choral. 

Then  comes  the  Adagio,  a  beautiful  little 
movement  in  splendid  contrast  to  the  preced- 
ing, and,  although  structurally  of  comparative 
unimportance,  is  yet  interesting.  It  is  in  the 
key  of  AI,,  the  relative  major  of  the  primary  key. 
It  begins  with  two  four  bar  phrases,  the  second 
of  which  ends  with  a  half  close  on  the  domin- 
ant. These  bars  are  then  repeated  an  octave 
higher,  so  as  to  end  with  a  full  close  in  the 
tonic  key.  Four  more  bars,  which  are 
repeated  an  octave  higher  ;  two  bars,  corres- 
ponding two  bars  ;  and  three  four-bar  phrases, 
ending  in  E  1?,  B  1?  minor,  and  E 1?  respectively 
bring  us  back  to  a  repetition  of  the  opening 
bars,  the  melody  of  which  is  played  on  a  solo 
stop  ;  eight  bars  further  on  the  same  melody  is 
heard  in  an  inner  part.  Fifteen  bars  from  the 
end  a  tonic  pedal  is  used,  which  continues  to 
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the  end  of  the  movement.  Reminiscences 
of  the  opening  bars  form  the  chief  in- 
terest here. 

The  Andante  recit.,  which  follows,  is  as  its 
name  implies  of  no  definite  form.  It  ex- 
emplifies a  favourite  device  of  Mendelssohn 
in  these  sonatas — namely,  that  of  a  duet 
between  one  manual  and  another.  Similar 
examples  will  be  found  in  the  second  and 
fourth  sonatas.  The  phrases  of  the  duet  part 
are  interpolated  by  terrific  chords  on  the  great 
organ.  About  the  middle  of  the  movement 
an  exceedingly  charming  effect  is  gained  by 
allowing  an  arpeggio  to  grow,  as  it  were,  out 
of  the  loud  chords  : — 
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Ex.  8. 


As  a  matter  of  fact,  the  first  three  notes  on 
the  swell  are  not  heard  at  all,  but  immediately 
the  last  chord  on  the  great  ceases  they  pene- 
trate with  exquisite  effect  through  the  stillness. 
It  sounds  almost  like  two  instruments,  the  one 
near  an  actuality,  the  other  afar,  "  like  the 
faint  exquisite  music  of  a  dream."  Had  the 
chord  been  struck  wholly  on  the  fourth  beat, 
the  effect,  ithough  not  ruined,  would  certainly 
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have  been  marred.  The  student  will  notice 
how,  by  changing  enharmonically  the  A  b  into 
G  $?  the  laat  note  in  the  example  just  given 
(making  a  chord  of  the  augmented  sixth),  a 
modulation  is  effected  into  the  remote  key  of 
D  minor,  a  device  which  is  repeated  four 
bars  later  on,  this  time  landing  us  in  the  key 
of  E  minor;  and  then,  curiously  enough,  by 
changing  the  G  #  back  into  A  fe,  and  the  other 
notes  into  their  enharmonics,  we  are  led  back 
to  the  original  key,  and  a  return  of  the 
original  theme.  Here  is  a  short  instance  of 
canon  : — 


Notice  the  resolution  of  the  chord  of  the 
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augmented  sixth  on  A  b-     It  would   scarcely 
be  advisable  to  introduce  this  progression  into 
an   examination   paper,    for   fault   might    be 
found  with  the  position  of  the  third  chord. 
Ex.  10. 


rzgEigP^ 


I** 


^^ 


-G* 


tsr 

p*d. 

Now  we  come  to  the  fourth  and  last  move- 
ment, the  Allegro  assai  vivace.  The  opening 
phrase  is : — 


Ex.  n. 


Fed. 
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At  the  eighth  bar,  where  there  is  a  modulation 
to  the  dominant,  the  left  hand  takes  up  the 
theme : — 

Ex.  12. 


Fed. 


Shortly  after  the  theme  appears  in  its  first 
form  in  the  key  of  E  major,  then  A  minor,  A 
major,  and  D  major,  leading  to  a  succession 
of  dominant  and  diminished  sevenths,  with 
common  chords  to  a  first  inversion  of  the 
remote  chord  of  G  (?•  By  twice  flattening  the 
B,  one  is  brought  to  a  suspension  of  the  4-3 
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on  A  b,  and  the  subject  appears  in  D  b  major. 
When  the  subject  next  appears  it  is  in  its 
original  key,  but  with  a  new  and  sprightly 
figure  added  to  it : — 


This  figure  accompanies  the  chief  phrase  in 
all  its  various  repetitions,  but  it  is  not  again 
heard  by  itself.  The  movement  here  takes  a 
new  lease  of  life  by  the  appearance  of  an 
entirely  new  phrase,  which  is  worked  by 
itself.  It  is  in  the  key  of  F  : — 


Ex. 

o 

14. 

^    m                                •                   —*•         ^ 

Jr     L 
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• 
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The  next  point  we  will  notice  is  the  ascend- 
ing   passage    on    a    dominant    pedal    point, 
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composed  of  diminished  sevenths  alternating 
with  common  chords  in  their  first  inversion. 
Following  this  comes  a  short  stretto  of  the 
phrase  in  Ex.  14,  which  leads  to  a  repetition 
of  the  first  phrase  (Ex.  11)  on  a  tonic  pedal 
point.  The  second  phrase  (Ex.  14)  also  has 
its  turn  on  this  tonic  pedal,  although  only  its 
first  four  notes  are  used.  This  brings  us  to 
two  long  arpeggios,  supplemented  by  a  perfect 
cadence,  and  the  whole  sonata  is  brought  to 
an  end. 
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SONATA    II. 

The  second  of  these  sonatas,  in  C  minor 
and  major,  is  a  worthy  successor  of  the  first. 
The  movements  are  both  interesting  and 
beautiful,  especially  the  second,  which  would 
undoubtedly  take  high  rank  among  corres- 
ponding movements  in  the  other  sonatas 
were  the  opinions  of  its  innumerable  players 
taken.  The  final  movement,  a  fugue,  is  ex- 
tremely ingenious  and  interesting.  The 
movements  (four  in  number,  two  in  C  minor 
and  two  in  C  major)  are  :  (i)  Grave,  (2) 
Adagio,  (3)  Allegro  maestoso  e  vivace,  and  (4) 
Fuga  (Allegro  moderate).  It  will  be  seen 
that  all  these  four  movements  have  the  same 
keynote,  a  peculiarity  noticeable  also  in  Nos. 
III.  and  VI. 
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The  Grave,  with  which  the  sonata  com- 
mences, may  perhaps  be  looked  upon  more 
as  an  introduction  to  the  second  than  as  a 
separate  movement.  It  is  built  entirely  of 
one  phrase,  the  rhythm  of  which  is  shown  in 

the  first  bars  : — 
Ex.  15. 


This  is  followed  by  a  parallel  two  bars  also 
ending  on  the  dominant  harmony.  Then  the 
same  rhythm  is  heard  again  in  one  part  with 
an  invertible  counterpoint  in  the  other : — 


Ex.  1 6. 


• 

-w-   'i   r  r 


The  inversion  comes  immediately,  transposed 
into  the  fourth  above  (F  minor),  with  a  third 
part  added  : — 


MENDELSSOHN'S  ORGAN  WORKS.      23 


Ex.  17 
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V 
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w 
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It  is  then  repeated  in  the  original  key,  still  in 
its  inverted  form,  and  lastly  in  the  key  of  G 
minor,  reinverted  back  to  its  first  position, 
and  supplemented  by  another  bar  leading  to  a 
long  dominant  pedal  in  an  inner  part,  with 
reminiscences  of  the  theme  built  upon  it.  A 
rather  curious  resolution  of  the  dominant 
seventh  on  A  is  :— 
Ex.  1 8. 


Fed. 
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The  pedal  will  in  some  measure  account  for 
the  strange  progression.  The  movement 
closes  with  an  imperfect  cadence  which  over- 
laps the  entry  of  the  next. 

Thejsecond  movement,  Adagio,  opens  with 
a  phrase  of  seven  bars  : — 


which  are  repeated  eleven  notes  lower,  altered 
in  the  last  bar  but  one  of  the  example,  and 
elongated,  ending  in  the  key  of  B  b  major. 
This  gives  one  the  idea  of  a  duet,  say,  be- 
tween soprano  and  tenor  or  baritone,  a 
thought  which  Mendelssohn  undoubtedly  had 
in  his  mind  when  writing.  The  expression  of 
the  whole  movement  is  pathos.  Observe  the 
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three  successive  attempts,  as  it  were,  of  the 
phrase  at  a,  Ex.  19,  to  reach  the  high  G,  and 
then  the  descent  into  the  dominant  minor 
key.  Following  the  repetition  of  this  phrase, 
comes  the  exquisite  wail  in  the  part  which, 
for  convenience,  we  will  call  the  soprano  : — 

Ex.  20. 


It  is  then  heard  in  the  responsive  part,  a 
twelfth  lower,  in  the  key  of  F  minor.  In  the 
same  key,  the  soprano  leads  off  with  the  prin- 
cipal melody  as  far  as  letter  6,  Ex.  19.  Seven 
bars  later  the  principal  melody  is  heard  in  its 
original  key,  elongated  and  altered  so  as  to 
end  in  the  tonic  key.  A  coda  of  seven  bars 
then  ends  the  movement. 

The  Allegro  maestro  e  vivace  is  built  on  a 
broad,  dignified,  symmetrical  basis,  the  spirit 
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resembling  somewhat  that  of  a  stately  march* 
The  form  is  simplicity  itself,  and  need  not  be 
treated  in  detail.  There  is  only  one  subject. 
The  two  subsequent  entries  after  the  enuncia- 
tion are  connected  by  means  of  a  short 
development.  The  development  begins  with 
a  brief  tonal  sequence,  leading  up  to  a  chord 
of  the  minor  ninth  on  B  :  — 

Ex.  21. 


a 


Fed. 


which   forms  the  channel    by  which  the    re- 
petition    of    the     subject     is     arrived     at. 
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The  part  which  follows  is  merely  a  re- 
petition of  what  has  gone  before,  but 
shortened,  only  the  second  half  of  the  subject 
being  used.  The  development  is,  on  the 
other  hand,  lengthened  by  one  bar.  The 
subject  again  appears,  the  second  half  still 
only  being  heard,  this  time  terminating  with 
an  interrupted  cadence  instead  of  a  perfect, 
as  before  : — 

Ex.  22. 


Fed. 

A  coda  then  follows,  ending  with  dominant 
and  tonic  pedal. 

The  last   movement  is  a  fugue,  with  this 
for  its  subject :— 
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Ex.  23. 


It  is  accompanied,  throughout  the  exposition 
only,  by  a  counter  subject : — 

Ex.  24. 


gr^  ^^J 


The  first  and  last  bars  of  the  counter  subject, 
shown  in  the  example,  are  not  heard  in  the 
subsequent  entries  of  the  subject  itself. 
After  the  exposition,  the  counter  subject  is 
only  once  heard  completely, — that  is,  so  much 
as  is  repeated  in  the  exposition,  and  this  is 
very  curiously  divided  between  two  of  the 
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accompanying  parts,   instead  of  adhering  to 
one,  as  is  usually  the  case  : — 
Ex.  25. 
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The  notes  of  the  counter  subject  are  marked 
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with  asterisks.  In  later  appearances  of  the 
subjects,  the  counter  subject  is  only  faintly 
referred  to.  At  the  conclusion  of  the  counter 
exposition  *  in  which  all  the  parts  have  the 
subject  except  the  pedals,  a  new  counter 
subject  f  in  quavers,  is  introduced  which  con- 
tinues, with  the  exception  of  one  bar,  until  a 
few  bars  from  the  end.  It  begins  in  the  key 
of  G  (the  same  key  that  the  counter  exposi- 
tion ends  with)  with  a  tonic  pedal  for  four 
bars : — 


*  A  counter  exposition  is  a  second  exposition  following 
the  primary  exposition  ;  here  the  subject  comes  in  the  key 
of  D,  answered  by  it  being  transposed  to  G,  then  again  it 
begins  on  D  but  the  key  of  G  is  carefully  maintained  and 
necessitates  a  slight  alteration  at  the  end  of  the  subject. 

t  In  the  course  of  a  long  fugue  a  new  counter  subject  is 
frequently  introduced,  but  this  is  generally  treated  with 
more  freedom  than  the  original  counter  subject. — JAMES 
HIGGS. 
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Ex.  26. 


Notice  that  the  second  part  is  in  sixths  with 
the  subject.  Also  in  the  two  following  entries 
it  is  accompanied  by  another  part  in  thirds. 
Notice  also,  in  Ex.  26,  the  four  notes  marked 
with  asterisks,  which  are  unquestionably  the 
four  notes  at  the  beginning  of  the  sub- 
ject in  diminution.  The  first  example  of 
stretto  is  : — 
Ex.  27 


Fed. 
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The  notes  marked  with  asterisks  are  again 
here  clearly  the  first  four  notes  of  the  subject 
in  diminution.  The  part  which  last  contains 
the  subject  in  the  example,  repeats  it  at  full 
length,  and  at  the  end  is  followed  by  a 
sequence  built  on  the  first  five  notes  of  the 
subject  in  the  pedals  :— 
Ex.  28. 


Fed. 

Notice  that  the  quavers  are  reminiscent  of  the 
subject,  first  as  in  Ex.  26,  and  then  by  con- 
trary motion.  Following  is  an  interesting 
example  of  stretto  of  these  four  notes  in 
diminution,  combining  with  the  tail  end  of 
the  subject : — 
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Ex.  29. 


Fed. 


and  again  towards  the  close  of  the  fugue : — 
Ex.  30.  ^ 


Fed. 


Following  a  dominant  pedal  of  eight  bars,  on 
which  the  subject  is  heard  at  full  length  with 
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two  bars  on  the  last  three  notes  of  the  subject 
added,  is  a  diminished  seventh  chord  held  on 
the  manuals,  while  the  pedals  have  a  passage 
evidently  suggested  by  the  beginning  of  the 

subject,  in  diminution  and  contrary  motion  : — 
Ex.  31. 


Jtod. 

There  are  two  other  examples  in  the  working 

out  of  the  fugue  which  we  will  notice  as  being 
not  without  interest,  and  which  appear  earlier 

in  the  movement  than  the  preceding: — 
Ex.  32. 
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Both  show  the  subject,  with  a  shortened 
interval  of  reply.  This  brings  us  to  a  sort  of 
coda,  when  the  flow  of  quavers  is  stopped, 
and  the  subject,  accompanied  only  by  massive 
harmonies,  is  heard  first  in  the  pedals  and 
then  in  the  top  part,  concluding  the  fugue  in 
a  very  effective  and  imposing  manner.  And 
so  ends  the  second  of  these  masterly  sonatas. 
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SONATA  III. 

The  third  sonata,  in  the  key  of  A  major, 
has  two  movements  only, — (i)  Con  moto 
maestoso,  and  (2)  Andante  tranquillo.  The 
first  consists  of  an  introduction  and  fugue 
with  two  subjects,  heard  at  first  separately 
and  after  in  combination,  ending  with  a  refer- 
ence to  the  introductory  movement.  The 
sonata  begins  with  a  broad,  noble  phrase,  of 

which  we  give  the  last  bar : — 
Ex.  34. 
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The  phrase  lasts  for  four  bars,  ending  with  a 
half  close  on  the  dominant,  followed  by  a 
parallel  phrase,  ending  with  a  full  close  on  the 
dominant.  Here  is  a  solo  part  (unaccom- 
panied) for  two  bars  ;  then- another  two  bars, 
reminiscent  of  the  preceding,  and  accompanied 
by  massive  chords,  in  the  key  of  F  jf,  and  re- 
peated a  fourth  higher  in  the  key  of  B. 
Towards  the  close,  there  is  a  tonic  pedal,  on 
which  the  first  four  notes  shown  in  the  previous 
example  (top  part)  are  heard  several  times. 
This  leads  to  the  enunciation  of  the  fugue 
subject  in  the  tonic  minor  key  : — 


Ex.  35- 


The  early  part  of    this  example,   it  will    be 
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noticed,  is  note  for  note  the  same  as  that  used 
by  Mendelssohn  in  the  famous  tenor  recitative 
in  the  "  Lobgesang .  " 
k   Ex.  350. 


e 


* 


*-r 


% 


\ 


Htt  -  ter,          ist     die     nacht      bald    bin?. 

Watch- man,       will    the    night       soon    pass? 

The  next  example  shows  the  answer  (tonal) 
with  the  counter  subject : — 
Ex.  36. 


During  the  final  repetition  of  the  subject  in 
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the  exposition,  the  counter  subject  is  divided 
between  the  two  inner  parts.  The  following 
shows  how  it  is  transferred  from  one  part  to 
the  other : — 


Ex.  37. 


and  Ex.  370  the  return  to  its  original  position 
Ex.  37  a. 


At  the  beginning  of  the  last  bar  of  the  ex- 
position, the  choral  "  Aus  tiefer  Noth  "  ("In 
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deepest  need  ")  is  brought  in  on  the  pedals. 
It  may  be  here  remarked  that  throughout  the 
whole  fugue  section  the  pedals  are  used  only 
for  the  choral,  except  in  one  instance,  which 
will  be  noticed  in  due  time.  Three  phrases 
of  the  choral — the  first  and  third  of  which  are 
alike — are  used  in  this  section  of  the  fugue, 
the  development  of  the  fugue,  being  at  the 
same  time  continued  on  the  manuals ;  the 
subject  first  re-appears  in  the  original  key, 
then  in  D  minor,  (the  latter  half  of  the  subject 
in  each  case  being  considerably  altered),  and 
lastly  in  its  original  form,  again  on  a  dominant 
pedal,  bringing  us  to  an  entirely  new  subject 

in  semiquavers  : — 
Ex.  38. 
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This  subject  is  first  heard  alone.  It  has  its 
own  exposition  as  an  independent  fugue,  and 
is  developed  at  some  length  before  being 
combined  with  the  first  subject  (Ex.  35). 
The  next  example  shows  the  answer,  which  is 
real,  with  its  counter-subject : — 


Ex.  39. 


The  counter-subject  in  the  next  'appearance 
of  the    subject    is   divided  between  the   two 
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parts,  and  in  the  next  of  the  answer  is  not 
heard  at  all.  It  accompanies  the  subject  in 
the  one  solitary  instance  that  it  appears 
before  its  combination  with  the  first  fugue 
subject.  Between  the  exposition  of  this 
second  section  and  the  combination  of  the 
two  subjects,  with  the  exception  of  one  break,, 
is  a  long  episode  on  the  second  fugue  subject. 
Our  next  example  shows  the  two  subjects 
combined : — 


Ex.  40. 


The  following  example  is  interesting  as  show- 
ing the  primary  subject  still  attended  by 
fragments  of  the  counter  subject : — 
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Ex.  40  a. 


Later  is  a  long  tonic  pedal.  An  interest- 
ing feature  about  this  pedal  is  that  at 
its  close  it  takes  up  the  second  half  of  the 
primary  subject,  its  only  appearance  in  the 
pedals.  The  subsequent  example  shows  how 
the  subject  begun  in  the  top  part  is  taken 
up  by  the  pedals  :  — 
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After  an  episode  of  considerable  length  >- 
ending  with  a  pedal  solo  of  four  bars,  the 
whole  episode  being  built  on  the  opening 
phrase  of  the  first  subject,  we  are  brought  to  a 
repetition  of  the  introduction  with  which  the 
sonata  begins.  The  repetition  is  by  no  means 
exact ;  being  considerably  shortened  at  the 
start,  and  some  new  bars  introduced  later  on,, 
in  which  reference  to  the  first  and  principal 
fugue  subject  is  made  : — 


Ex.  42. 
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The  movement  ends  with  a  tonic  pedal  of 
five  bars. 

The  second  and  last  movement  is  an 
Andante  tranquillo.  Though  of  unques- 
tionable beauty  its  structural  features 
may  be  soon  reviewed.  It  begins  with  two 
four-bar  phrases,  the  second  ending  in  the 
dominant  key.  Here  we  come  to  a  double 
bar.  Why  a  double  bar  should  have  been 
placed  here  is  not  very  apparent.  Eight 
more  bars,  again  ending  in  the  dominant, 
lead  back  to  a  repetition  of  the  first  phrase, 
altered  and  shortened,  ending  on  the  first 
inversion  of  an  imperfect  triad  with  B  in  the 
bass.  This  is  the  signal  for  a  new  departure, 
and  some  fresh  matter  is  introduced.  A 
short  coda  on  a  tonic  pedal,  interrupted  by 
one  bar)  on  which  the  opening  phrase  of  the 
subject  is  alternately  heard  in  the  subdomi- 
nant  and  tonic  keys),  brings  the  movement, 
and  in  fact  the  whole  sonata,  to  an  end. 
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SONATA   IV. 

The  fourth  sonata,  in  B  flat,  has  four  move- 
ments,— (i)  Allegro  con  brio,  (2)  Andante 
religioso,  (3)  Allegretto,  and  (4)  Allegro 
maestoso  e  vivace.  The  sonata  opens  with  a 
series  of  arpeggios,  founded  on  the  passage 
shown  in  the  following  example  : — 
Ex.  43- 


Fed. 


There  is  a  tonic  pedal  until  the  fourth  bar, 
when  the  bass  ascends  in  a  scale  passage  to 
the  submediant,  and  then  falls  to  the  domi- 
nant through  the  octave  of  the  submediant, 
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where  a  similar  phrase  occurs  on  a  dominant 
pedal  and  ends  in  the  dominant  key.*  The 
phrase  shown  in  Ex.  43  is  then  continually 
heard  modulating  through  various  keys  until 
a  beautiful  descending  passage  on  the  domi- 
nant pedal,  supplemented  by  a  pedal  solo — on 
the  last  few  notes  of  the  pedal  solo  are  some 
chords  suggestive  of  the  new  rhythm — bring- 
ing us  to  a  definite  close  in  the  tonic  key : — 
Ex.  44.  V" 


-F— -- 


HTT 


Ptd. 


The  new  subject  is  presented  in  the  key  of 
G  minor,  the  relative  minor  of  the  key  : — 

*  The  pedal  here  is  really  a  tonic  pedal,  the  harmonies 
being  those  of  F.  I  have  used  the  word  dominant,  as  it  is 
the  fifth  of  the  key  of  the  movement,  to  avoid  a  confusion  of 
terms. 
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Ex.  45. 


and  immediately  repeated  in  the  subdominant 
key,  with  the  melody  in  an  inner  part : — 

Ex.  46.     |  ,        T 


The  subject  is  then  developed  after  the 
manner  of  the  first,  the  subject  being  heard 
in  a  middle  part.  The  modulations  are  end- 
less. We  give  the  following  as  being  in- 
teresting : — 
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Ex.  47- 


^b*.1 


|T7 

is 


*T- 


-4—1- 


Fed 


Notice  that  by  enharmonically  changing  the 
A[?  into  G|  a  chord  of  the  augmented  sixth 
on  Bb  is  arrived  at.  By  this  means  the 
modulation  is  consummated.  The  next  point 
to  notice  is  the  blending  of  the  two  subjects 
together  :— 


Ex.  48. 


Fed 


H 
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The  repetition  of  the  second  subject,  it  will 
be  seen,  is  exact ;  but  the  primary  idea  has 
been  subjected  to  the  exigencies  of  circum- 
stances. The  spirit  is,  however,  maintained. 
The  two  subjects  are  then  developed  to- 
gether, modulating  freely,  and  leading  up  to  a 
repetition  of  the  first  theme,  in  the  original  key, 
supplemented  by  a  reference  to  the  second  : — 


Fed. 
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The  second  subject,  it  will  be  noticed,  has 
this  time  to  give  way  to  the  first,  and  after 
two  unsuccessful  attempts  the  first  is  master 
of  the  field.  The  repetition  does  not  con- 
tinue for  more  than  four  bars,  and  is  followed 
by  an  episode  composed  entirely  of  crotchets 
until  a  reference  to  the  second  theme  is  made. 
The  two  subjects  are  again  combined  for  a 
short  time,  leading  to  the  descending  passage 
on  a  tonic  pedal  before  referred  to,  which  is, 
as  before,  supplemented  by  the  pedal  solo 
shown  in  Ex.  44.  With  this,  followed  by  the 
chords  (also  shown  in  Ex.  44) — the  notes  of 
the  final  chord  being  written  in  semibreves 
instead  of  crotchets — the  movement  ends. 
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The  second  movement,  Andante  religioso, 
is,  as  its  name  implies,  of  a  sober,  calm,  and 
religious  character.  The  phrase  with  which 
it  begins : — 

Ex.  50. 
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is  immediately  afterwards  heard  in  the  tenor, 
with  a  new  top  part  added  : — 


Ex.  51. 


At  the  eleventh  bar  we  come  to  a  definite 
close  in  the  tonic  key.  A  new  phrase  comes 
here  : — 
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Ex.  52. 
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followed  by  parallel  bars.  Shortly  after,  the 
bars  at  the  end  of  the  primary  subject  are  re- 
peated note  for  note,  but  transposed  into  the 
key  of  the  relative  minor  (G).  Here  the  phrase 
shown  in  Ex.  52  again  leads  off,  but  altered, 
and  leading  to  a  repetition  of  the  whole  of  the 
primary  subject  with  two  new  bars  inserted, 
but  ending  with  the  same  passage  as  before. 
A  lovely  allegretto  follows  here.  The 
ceaseless  semiquavers  form  a  very  beautiful 
accompaniment  to  a  melody  heard  in  the  top 
part,  and  continued  or  answered  in  a  middle 
part.  The  two  parts  are  combined  towards 
the  end,  forming  a  duet,  similar  in  idea  but 
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very  different  in  substance  and  mode  of  work- 
ing out  to  those  remarked  in  Sonatas  I,  and  IL 
The  melody  which  begins  the  movement,  and 
which  is  really  the  germ  from  which  all  the 
rest  grows,  is  shown  in  the  following  example: — 

Ex.  53. 
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Preceding  the  above  are  two  introductory 
bars.  At  the  fifth  bar  from  the  beginning  of 
the  melody,  the  latter  is  repeated,  modulating 
into  the  dominant.  A  new  four-bar  phrase 
starts  here,  ending  in  the  subdominant  key, 
followed  by  another  four  bars  modulating 
through  G  minor  back  to  the  tonic.  This  is 
repeated,  ending  in  the  tonic  key.  The 
melody  is  then  heard  in  a  middle  part,  not  a 
repetition  of  the  previous  melody,  but  rather 
a  continuation  : — 
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Ex.  54. 


Pcd.  '  ] 

It  will  be  seen  that  the  above  is  in  the  key  of 
D  minor.  At  the  fifth  bar  from  the  beginning 
of  the  previous  example  the  phrase  is  repeated, 
ending  in  the  key  of  A  minor.  Modulating 
through  G  minor,  a  return  is  made  to  D 
minor.  This  key  predominates  for  some 
bars,  with  reiterated  A's,  the  dominant  of  D, 
in  the  pedals.  A  reversion  to  the  key  of  F 
brings  us  to  a  repetition  of  the  original  phrase 
shown  in  Ex.  53.  The  second  melody  (Ex. 
54)  is  then  heard  by  itself,  and  on  the  resump- 
tion of  the  theme  in  the  top  part  a  new  middle 
part  is  combined  with  it.  A  coda,  with  a  tonic 
pedal  in  an  inner  part,  concludes  the  movement. 
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The  last  movement,  Allegro  maestoso  e 
vivace,  begins  with  a  broad,  noble  subject, 
suggestive  of  a  religious  march  :— 


After  four  bars  there  is  a  half  close  on  the 
dominant,  and  a  repetition,  ending  four  bars 
later  with  a  full  close  in  the  dominant  key. 
Here  some  new  matter  is  introduced,  founded 
on  the  notes  in  the  following  example,  and 
starting  on  a  dominant  pedal  :— 

Ex.  56.  , x 

f  k        i  **  ~     i  ^ 


The  opening  phrase  is  again  heard,  altered 
so  that  it  would  end  in  the  tonic  key.  The 
final  cadence  is,  however,  interrupted,  and  a 
coda  added  which  overlaps  the  entry  of  a 
fugue  subject  given  out  in  the  pedals : — 
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Ex.57. 


The  last  two  notes  may,  or  may  not,  be  said 
to  form  an  integral  part  of  the  subject.  Our 
next  illustration  shows  the  answer,  which 
is  real,  attended  by  a  countersubject : — 


Ex.  58. 


g^J'a- 
*^fr  1l 


I  I  I  I  I 
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The  next  example  speaks  for  itself: — 
Ex.  59. 


Following  this  is  an  episode  founded  on  the 
semiquaver  figure  of  the  subject,  leading  to 
an  entry  of  the  subject  in  Eb .  After  a  short 
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episode,    the    subject    is    again    heard,    but 
altering  the  repeating  note  : — 

T?~    /:~ 


Ex.  60. 

/* 


The  subject  is  then  followed  by  the  answer  in 
a  tonic  part,  slightly  altered  at  the  start,  and 
ending  on  a  dominant  pedal.*  The  subject 
is  next  presented  in  the  pedals,  this  time  by 
contrary  motion,  attended  in  the  second  half 
by  the  counter  subject,  though  the  latter  is 
reversed.  We  will  give  the  passage  as  being 

interesting  :— 
Ex.  61. 


Ped. 


»  The  answer  being  real,  it  will  be  seen  that  there  is  no 
difference  between  subject  and  answer  save  that  the  latter  is 
transposed  into  the  key  of  the  dominant  of  the  former. 
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After  an  episode  of  three  bars,  the  subject  is 
heard  for  the  last  time,  on  a  tonic  pedal, 
leading  after  a  few  connecting  bars  to  a 
shortened  repetition  of  the  march  phrase 
with  which  the  movement  opened.  It  is 
reduced  to  eight  bars,  and  its  full  sonorous 
chords  form  a  fitting  end  to  the  movement. 
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SONATA    V. 

The  fifth  sonata  is  the  first  that  begins 
with  a  choral.  The  choral  is  simply  given 
out  in  five  part  harmony,  and  a  short  coda  on 
a  tonic  pedal  is  added  to  the  last  phrase. 
No  reference  is  made  to  it  later  on.  The 
other  two  movements  are  (i)  Andante  con 
moto  and  (2)  Allegro  maestoso.  The  first 
of  these  two  in  B  minor,  has,  as  a  counter 
attraction  to  a  theme  on  the  manuals,  a 
staccato  figure  in  the  pedals.  I  append  the 
opening  bars,  which  may  be  regarded  as 
showing  the  general  spirit  of  the  movement : — 
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Ex.  62.    Andante  con  moto. 


=rsf*g 

p  I  ** I         v 


^    ^ 


At  the  fifth  bar  this  phrase  is  repeated  and 
altered  to  end  with  a  full  close  in  the  tonic 
key.  Here  is  a  short  sequence. 

This  movement  in  construction  resembles 
that  known  as  "  sonata  form,"  and  though 
the  form  is  presented  only  in  the  barest  out- 
line, the  general  principle  which  governs  the 
more  elaborate  examples  is  distinctly  trace- 
able. The  passage  beginning  in  Ex.  63  may 
be  regarded  as  the  second  subject : — 
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Ex.  03. 


jM^-r-r-T-1^ 
ItEEESElES 


The  four  and  a  half  bars  at  the  end  of  this 
subject — where  the  development  would  come 
in  a  fully  developed  movement  in  sonata 
form,  founded  on  the  second  half  of  second 
subject,  and  ending  with  the  dominant  seventh 
chord  on  F| — prepares  for  the  recapitulation 
of  the  opening  phrase,  or  first  subject.  At  the 
eighth  bar  from  the  beginning  of  the  recapit- 
lation,  there  is  a  modulation  to  G  major, 
instead  of  B  minor  as  at  first.  The  connectf- 
ing  bars,  which  are  analogous  to  those  at  the 
end  of  the  first  subject  when  first  heard, 
though  slightly  altered  and  transposed,  lead  to 
a  repetition  of  second  subject  in  the  key  of 
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the  tonic,  B  minor.  The  repetition  is  exact. 
Following  here  is  a  coda  beginning  with  a 
short  pedal  solo ;  then  a  reminiscence  of  the 
first  subject,  a  passage  in  which  the  pedals 
have  prominence  over  the  manuals,  and,  with 
a  few  concluding  chords,  the  movement  ends. 
This  is  the  only  movement  that  "  sonata 
form "  is  in  any  way  even  suggested,  and, 
curiously,  the  sonata  is  the  only  one  in  which 
there  is  not  a  fully  developed  fugue. 

The  Allegro  maestoso  is  made  of  two  sub- 
jects, both  in  the  key  of  D.     The  first  is  : — 


Overlapping  the  last  bar,  as  will  be  seen  in 
the  example,  the  subject  makes  a  fresh  start. 
On  its  next  appearance  the  interval  is 
shortened  to  one  bar  : — 
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Ex.  65. 


Fed. 


Similarly,  the  subject  is  developed  for  some 
time,  finally  ending  with  a  full  close  in  the 
tonic  key.  Here  the  new  subject  enters, 
— a  melody  accompanied  by  triplets  of 
quavers  :— 
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It  will  be  seen  to  be  on  a  tonic  pedal. 
The  melody  is  then  heard  in  a  middle  part  in 
the  dominant  key  (A),  then  in  the  pedals 
in  the  tonic,  as  in  the  example.  The 
interval  of  reply  is  shortened  later  on. 
After  an  episode  made  up  of  the  quaver 
accompanimental  figure,  a  return  is  made  to 
the  first  subject  (Ex.  64),  transposed  into  the 
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dominant  key.  It  is  then  repeated  in  the  key 
of  F$  major,  followed  by  an  episode  founded 
on  the  matter  contained  in  the  first  and  second 
bars  of  Ex.  64  worked  together,  bringing  in 
the  second  subject  in  the  key  of  C,  with  some 
new  bars  added  to  it.  This  is  repeated  in  the 
key  of  D.  Here  follows  a  stretto  of  consider- 
able length,  beginning  : — 


This  leads  up  to  a  chord  of  the  diminished 
seventh  on  G  Ti.  Four  bars  later  is  a  dominant 
pedal,  upon  which  the  development  of  the 
second  subject  is  still  continued,  ending  with 
a  descending  passage  in  the  pedals  to  D,  when 
the  first  subject  makes  its  reappearance,  as 
when  first  heard.  The  subject  is  altered  after 
a  few  bars,  and  considerably  shortened  to 
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what  it  was  at  the  beginning  of  the  movement. 
The  movement  ends  with  a  reference  to  the 
quaver  triplets,  followed  by  a  few  concluding 
chords. 
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SONATA    VI. 

The  sixth  and  last  sonata  takes  the  form  of 
a  choral  with  variations,  all  in  the  key  of  D 
minor,  supplemented  by  a  short  andante  in  D 
major.  We  give  the  opening  phrase  of  the 
choral,  "  Vaterunserim  Himmelreich  "("Our 
Father  which  art  in  heaven  "),*  which  is 
given  out  with  simple  harmonies  : — 

Ex.  68. 

oj  G^ 

The  choral  is  first  combined  with  a  flowing 
figure  of  semiquavers,  which  is  heard  for  five 
bars  by  itself,  and  on  the  last  beat  of  the  sixth 
the  choral  is  introduced  :— 

*  See  the  Chapter  on  Chorals. 
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Ex.  69. 


Our  next  example  shows  the  melody  heard 
with  harmonies  on  the  manuals,  and  a  ne\\r 
triplet  figure  in  the  pedals  : — 
Ex.  70. 


t^p£ 
rf±2£ 


— J- T     rzj ^-         |^^q 


Towards  the  end  of  this  variation  the  manuals 
take  up  the  triplets  as  well  as  the  pedals,  and 
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some  effective  suspensions  and  anticipatory 
notes  help  to  increase  interest  and  allay  a 
feeling  of  monotony  which  otherwise  might 
creep  in.  The  next  variation  has  the  melody 
in  the  middle  part  :— 


Fed. 


The  last  of  the  variations  proper  begins  with 
the  choral  in  the  pedals  with  a  rushing  semi- 
quaver figure  on  the  manuals  :— 
Ex.  72. 


*• 


JLJL 


Ped.  (Choral.) 
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The  phrases  of  the  choral  are  separated  some- 
times by  several  bars,  the  manuals  in  the 
meantime  developing  principally  the  following 
phrase  :— 


I'ed. 


The  third  phrase  of  the  choral  is  accompanied 
by  chords  of  crotchets  only  ;  so  also  are  the 
fifth  and  sixth  phrases.  The  last  phrase  does 
not  end  in  its  normal  key  of  D  minor,  it  be- 
gins in  B  minor,  which  remote  key  was 
attained  over  the  long  pedal  F  which  ended 
the  previous  phrase  and  by  an  enharmonic 
change,  as  will  be  seen  in  the  following 
example,  it  ends  in  the  key  of  G  minor : — 
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Ped.\ 


The  D  in  the  pedals  is  first  used  as  a 
dominant  pedal  with  harmonies  of  G  minor 
upon  it,  but  is,  at  the  end,  changed  to  a  tonic 
pedal,  the  harmonies  above  being  those  of  D 
minor.  Here  follows  a  repetition  of  the 
choral,  in  toto,  the  melody  being  given  to  the 
top  part,  or  a  middle  part,  instead  of  the 
pedals  as  before.  The  little  episodes  between 
the  phrases  are  cut  out,  and  they — the  lines 
of  the  choral — follow  one  another  immediately 
without  pausing  on  the  final  notes.  At  the 
conclusion  of  the  last  phrase,  a  coda  of  con- 
siderable length,  ending  with  the  first  and  last 
phrases  of  the  choral  accompanied  only  by 
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simple  harmonies,  much  the  same  as  when 
heard  at  the  beginning  of  the  sonata.  In  the 
last  phrase  some  passing  notes  and  suspen- 
sions are  introduced. 

Then  comes  a  fugue  ;    it  has  for  its  subject 
a  theme  in  the  first  part  of  which  the  choral  is 

distinctly  recognizable  : — 
Ex.  75. 


/~"\»          6  fc        ^F 
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The  next  example  shows  the  answer,  which 
is  tonal,  with  the  counter  subject: — 

Ex.  76. 


Zu5          •" 
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Notice  how  the  counter  subject  at  the  start 
very  curiously  imitates  the  answer.  At  the 
close  of  the  exposition  the  subject  is  heard  in 
an  inner  part  in  F,  but  not  attended  by  the 
counter  subject.  Then  an  episode  leading  to 
the  subject  in  the  top  part  in  the  key  of  A 
minor.  After  another  short  episode  on  the 
first  phrase  of  the  subject,  the  subject  ap- 
pears in  its  original  key,  with  reminiscences 
of  the  counter  subject  on  the  manuals.  The 
subject  is  next  heard  in  a  middle  part,  with  a 
dominant  pedal  point.  The  episode  which 
precedes  the  final  entry  of  the  subject  at  the 
end  of  the  movement  presents  two  points 
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worthy   of    notice.     The    episode,    partaking 

the  nature  of  a  stretto,  begins  :— 
Ex.  77. 

C=±q=ztei 


^^ 

Notice  the  subject  in  contrary  motion  in  the 
top  part  combined  with,  and  followed  in  the 
next  bar  by  references  to  it  in  its  original 
form. 

The    next    illustration    is    interesting    on 
account   of  the  false   relation    occurring    be- 
tween the  extreme  parts  :— 
Ex.  78.         , 


-^ 


V—* 
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This  contradiction  of  the  leading  note  in 
the  minor  key  is  by  no  means  rare,  almost  all 
the  great  composers  from  Bach  and  Beet- 
hoven downwards  have  left  examples  of  it. 

The  final,  an  andante,  is  a  very  quiet,  calm, 
and  unobtrusive  movement  in  D  major,  and  is 
distinctly  refreshing  and  soothing  after  so 
long  a  predominance  of  the  minor  mode. 
The  subject  which  begins  Ex.  79  is  for  the 
first  four  notes  a  repetition  of  the  final  notes 
of  the  fugue,  with  of  course  a  major  3rd. 
The  opening  phrase  of  the  famous  contralto 
solo,  "  O  Rest  in  the  Lord  "  is  also  suggested 
by  these  four  notes  :— 

Ex.  79.      , s      ^^ 


At  the  fourth  bar  there  is  a  half  close  on  the 
dominant,  and  four  bars  later  a  modulation 
to  Fjf  minor.  This  curiously  prepares  the 
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return  of  the  subject,  the  first  four  bars  of 
which  are  repeated ;  the  second  half  of  the 
subject  is  mainly  transposed  so  as  to  end  in 
the  key  of  C  #  minor.  Here  some  new  matter 
is, introduced,  ending  on  the  chord  of  C^ major. 
Through  the  chord  of  F  minor  the  subject  is 
again  heard,  altered  and  elongated.  There  is 
a  final  reference  to  the  subject,  which  we 
give  as  being  interesting  :— 


^tot=S^!r£ 

*     _         I  -*-wrr- 
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Notice  the  successive  entries  of  the  theme  (a), 
and  also  a  phrase,  the  first  four  notes  of  the 
tenor  (b)  in  the  example,  which  as  it  were  pre- 
pares the  way  for  the  subject.  .^ 


THE    CHORALS. 

of  Bach,  Mendels- 


sohn is  very  partial  to  the  working  in  of 
chorals  as  an  inseparable  part  of  a  movement, 
jj^Jpr  example,  his  Reformation  Symphony 
where  the  choral  "  Ein'  feste  Burg  ist  unser 
Gptt,"  plays  such  an  important  part,  and  also 
in  the  overture  to  "  St.  Paul  "  where  he  uses, 
"  Wachet  auf,  ruft  uns  die  Stimme,"  which  is 
heard  again  later  in  the  work  in  the  number 
"  Sleepers  wake,  a  voice  is  calling."  These 
are  only  two  instances,  others  will  readily 
occur  to  the  mind  of  the  reader. 

Of  the   chorals  used  in  these  sonatas  two 
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^e  well  known  and  of  considerable  antiquity 
and  two  are  most  probably  written  by  Mendels- 
^ohn^Jiimself.  Of  the  former  that  used  in 
the  sixtr^  sonata_  is  perhaps  the  best  known. 
It  was  originally  adapted  to  words  by  Luther 
founded  on  the  Lord's  Prayer  in  which  each 
verse  begins  with  one  or  other  of  the  peti- 
tions, thus  for  the  first  line  "  Vater  unser  im 
Himmelreich  !  "  ("  Our  Father  which  art  in 
Heaven,")  which  is  the  name  by  which  the 
choral  is  known  ;  the  second  verse  begins, 
"  Geheiligt  werd'  de»  Name  dein,"  (u  Hal- 
lowed be  Thy  Name,"  the  third,  "  Es  komm' 
dein  Reich  zu  dieser  Zeit  "  ("  Thy  kingdom 
come,")  and  so  on.  Bach  has  probably  done 
more  than  anyone  else  to  make  this  tune 
known  in  this  country,  he  uses  it  in  the 
" Johannes  Passion"  (Passion  Music,  St. 
John),  and  also  in  some  less  known  works, 
"  Nimm  von  uns,  Herr,  du  treuer  Gott !  " 
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41  Herr,  deine  Augen  sehen  nach  dem  Glau- 
ben,"  and  "  Es  reifet  euch  ein  schrecklich 
Ende."  The  time  is  used  in  the  "  Hymnal 
Companion  "  No.  118.  A  very  early  form  of 
this  melody  is  shown  in  the  next  example 
which  is  taken  from  "  Der  Evangelische 
Kirchengesang  "  by  Carl  von  Winterfeld  who 
gives  the  date  of  it  as  1537.  It  is  in  the 
Dorian  Mode. 

Ex.  81. 


Va 


ter       un 


t 

ser       im       Him  •  mel    -  reich  ! 


=1 


der         du        uns          al    -    le  hei  -   ssest       gleieh 


r^ 

1 

41-U 

Brii    •    der      sein        und     dich        ru   •    fen          an, 


C*l £^—         ,   ^ _^ 

!  F^          r^i    ir^n  rlj 


und      willt      das        Be   -  ten       von      uns         ha'n, 
M 
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"frcr       c. 


-| 


gieb,      dass     nicht       bet        al     •    lein      der        Mund 

=]— 4=x=j= 


hilf,          dass       es          geh      ans         Her  -   zen    -    grund. 


The  choral  in  the  third  sonata  is  also 
Lutheran  and  was  either  written  or  arranged 
by  him  to  a  metrical  version  of  the  One 
Hundred  and  Thirtieth  Psalm,  "  Aus  tiefer 
Noth  schrei  ich  zu  dir."  It  is  written  in 
the  Phrygian  Mode.  In  a  cantata  bearing 
this  name  Bach  uses  this  melody,  first  as  a 
whole  and  then  making  the  first  line  a  subject 
for  fugal  treatment.  The  following  example 
is  taken  from  Winterfeld's  "  Evangelische 
Kirchengesang,"  and  bears  the  date  1524. 
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82-83 


Aus        tie     -     fer     Noth    schrei      ich       zu          dir 
Dein       gna    -    dig       Oh   -    ren       kehr      zu         mil 


Herr        Gott        er    -     hor'       mein      Ru         -         fen 
und         mein  -    er         Bitt        sie        off        -         ne 


-. 


denn       so       du        das      wilt       se       -       -       hen       an 


was      Slind'    und       Un  -  recht       ist ge  -  than 


C 


wer     mag    Herr    vor      dir......       blei      •       ben. 
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THREE    PRELUDES    AND    FUGUES. 

There  only  remains  now  to  notice  the  three 
preludes  and  fugues,  which  are  dedicated  to 
Thomas  Attwood,  who  was  a  favourite  pupil 
jof  Mozart  and  organist  of  St.  Paul's  Cathe- 
dral from  1795  until  the  time  of  his  death  in 
1838.  Between  Mendelssohn  and  Attwood,  a 
warm  friendship  existed,  "  which  was  only 
broken  by  the  death  of  the  elder.  Several  of 
Mendelssohn's  published  letters  were  written 
from  Attwood's  villa  at  Norwood."* 

The  first  prelude  and  fugue  is  in  the  key  of 
C  minor.  The  prelude  is  built  of  a  vigorous 
phrase,  with  which  it  begins  : — 

*  W.  H.  Husk,  in  Grove's  Dictionary. 
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This  FACSIMILE,  showing  an  extract  from  the  FUGTJ 
manuscript  in  the  British  Museum.  It  presents  a  slight 
second  bar.  6 
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u?  j-I?  D  MINOR>  is  takgn  from  the  original 
hit  difference  from  the  published  text  in  the 
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Ex.  84.     , 


W^-+ 


The  phrase  may  be  said  to  end  with  the  last 
note  in  the  example.  It  is  then  heard  trans- 
posed into  the  key  of  the  dominant,  and 
answered  as  a  fugal  subject.  There  is  a 
dominant  pedal — really  a  tonic  pedal,  for  the 
key  has  changed — for  four  bars  corresponding 
to  the  tonic  pedal  at  the  beginning.  The 
answer  is  accompanied  for  three  bars  by  a 
regular  countersubject,  which  is  heard  in  the 
subsequent  entry  of  the  subject  in  the  original 
key,  but  is  nowhere  else  to  be  found  through- 
out the  work : — 
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Ex.  86. 
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Ped.  \ 
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=3=5b 


The  asterisks  show  the  countersubject.  Be- 
tween the  entries  of  the  subject  is  an  episodal 
figure  of  quavers,  which  grows  out  of  the  end 
of  the  subject,  and  is  largely  used  as  episodal 
matter  throughout  the  whole  prelude.  After 
the  last  entry  of  the  subject  (Ex.  86)  comes 
an  episode  of  considerable  length,  founded  on 
this  figure,  bringing  us  to  four  successive 
entries  of  the  subjectHfc  at  a  distance  of  a  bar 
from  one  another: — 
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Ex.  87. 


The  last  time  the  whole  of  the  subject  is 
given,  and  is  followed  by  the  episodal  quaver 
subject  as  at  first.  The  answer  then  makes 
two  successive  attempts,  but  does  not  get 
beyond  the  second  bar,  and  leads  up  to 
another  stretto: — 
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Ex.  88. 


J- 


The  next  point  of  interest  shows  the  subject 
recurring  at  the  distance  of  only  half  a  bar, 
followed  by  a  similar  passage  a  few  bars  later. 


-fc±|£i 

ilfcSE 


It  will  be  easily  seen  that  the  passage  beginning 


Ex.  90. 


is  founded  on  the  first  two  notes  of  the  subject. 

N 
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This  brings  us  to  a  repetition  of  the  subject 
as  when  first  heard,  accompanied  only  by 
chords  on  the  first  beat  of  the  bar.  The 
episode  at  the  end  is  considerably  elongated, 
and  with  various  references  to  the  principal 
idea  the  movement  ends  with  a  few  chords. 
The  fugue  has  a  subject  in  12-8  rhythm  : — 


Ex.  91. 


£ 


t±k 


3 


iTf>T 


i 


^ 


The  last  three  notes  in  the  bar  (not  shown  in 
the  example),  although  apparently  belonging 
to  the  subject,  are  conclusively  shown  not  to 
be  by  a  comparison  with  the  answer,  where 
these  notes  do  not  appear.  These  notes 
therefore  form  a  short  coda,  or  codetta,  and 


MENDELSSOHN'S  ORGAN  WORKS.      91 

connect  the  subject  with  the  answer.  The 
answer  is  tonal,  and  is  accompanied  by  a 
countersubject,  which  is  heard  in  connection 
with  the  subject  several  times  later  in  the 
working  out  of  the  fugue.  The  next  example 
shows  the  answer  with  the  countersubject, 
which  we  give  for  the  purposes  of  future 
reference  : — 


In  the  working  out  of  the  exposition,  that  is, 
until  the  subject  has  been  heard  in  all  the 
four  parts  there  is  no  irregularity.  The 
countersubject  attends  the  subject  in  each  of 
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its  appearances  in  the  exposition.  After  an 
episode  of  three  bars,  in  which  reference  to 
the  beginning  of  the  subject  is  made  in  the 
pedals,  while  the  manuals  keep  up  the  flow  of 
quavers,  the  subject  is  heard  in  the  tenor 
(beginning  on  Bb),  but  the  countersubject  is 
not  given  until  the  second  bar,  when  it  is 
allotted  to  the  pedals.  The  subject  then 
makes  an  unsuccessful  attempt  in  the  top 
part.  In  the  next  bar  the  pedals  take  it  up 
(also  beginning  on  B  flat),  the  counter- 
subject  again  not  being  given  until  the  second 
bar,  when  the  repetition  is  not  exact.  This 
leads  up  to  a  full  close  in  the  key  of  Eb  major 
(the  relative  major).  It  will  be  noticed  that 
the  last  two  complete  repetitions  of  the  subject 
have  been  in  this  key,  and,  as  it  were,  prepare 
the  way  for  this.  Here  follows  a  long  episode 
in  which  the  first  few  notes  of  the  subject  is 
the  leading  feature.  The  pedals  have  the 
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next  repetition  of  the  subject.  Notice  that, 
although  the  countersubject  is  not  actually 
heard  in  conjunction  with  the  subject,  yet  in 
the  second  bar,  the  syncopation  is  strongly 
suggestive  of  it.  Here  follows  another  episode, 
in  which  the  subject  is  easily  traceable.  This 
can  hardly  be  called  a  stretto,  for  in  a  good 
stretto  the  subject  overlaps  the  next  entry 
until  really  it  cannot  go  any  further,  and  sub- 
sides in  favour  of  its  successor.  There  is  no 
pretence  of  this  here,  and  the  first  entry  in  no 
case  reaches  the  appearance  of  the  second ; 
hence  it  is  more  correctly  termed  an  episode.^ 
The  subject  next  is  heard  in  a  middle  part 
(beginning  on  middle  C),  but  without  any 
reference  to  the  countersubject.  Another 
and  longer  episode  follows,  until  the  sub- 
ject is  given  in  the  pedals,  this  time  with 
the  syncopated  figure  which  identifies  itself 
with  the  countersubject.  Notice  in  the 


94     MENDELSSOHN'S  ORGAN  WORKS. 


preceding   episode   the    short    sequence    be 
ginning  :— 


Ex.  93. 


_= ^-4 M  L  r>-i    . 


The  last  entry  of  the  subject  is  in  the  top 
part,  accompanied  only  by  chords  on  the  un- 
accented beats.  An  episode  follows,  in  which 
reference  is  made  to  the  subject  simultaneously 
with  the  countersubject,  and  then  the  latter 
alone,  or  rather  a  figure  suggestive  of  it : — 

Ex.  94. 


*-» — ,-=^-    :=*rrz 
t    *_ 


tar 


and  the  movement  ends  with  a  perfect  cadence ,, 
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led  into  by  a  Neapolitan  sixth,  followed  by  a 
six-four  on  the  dominant : — 

Ex.  95. 


I 


The  second  prelude,  in  compound  duple 
rhythm  (|),  is  in  the  key  of  G,  and  has  for  its 
chief  theme  the  following  :  — 

Ex.  96. 


The  phrase  lasts  until  the  fifth  bar,  where  it 
ends  on  the  dominant  harmony  and  prepares 
the  way  for  a  repetition  of  the  melody  in  the 
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tenor,  which  is  altered  towards  the  end  and 
comes  to  a  definite  close  in  the  key  of  G  (the 
tonic).  A  fresh  start  is  made  on  one  of  those 
ambiguous  chords  the  derivation  or  tonality 
of  which  it  is  impossible  to  arrive  at  without 
reference  to  the  context : — 


-t*-^ •       _ — 


The  chord  marked  with  an  asterisk  may  have 
for  its  root  either  A  or  Fjf  (the  dominant  of 
D  and  B  minor  respectively).  Examinatiop 
of  the  succeeding  chords  proves  clearly  that 
the  latter  is  the  root,  the  chord  being  the 
third  inversion  of  the  chord  of  the  dominant 
eleventh  in  the  key  of  B  minor.  The  passage 
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in  Example  97  is  clearly  taken  from  the  last 
bar  (treble  part)  of  the  preceding  phrase. 
The  passage  is  then  repeated  a  major  third 
lower,  forming  a  sequence.  It  also  makes  a 
third  start,  but  does  not  get  beyond  the  first 
few  notes.  The  chord  at  the  beginning  of 
this  phrase  is  also  a  third  inversion  of  the 
dominant  eleventh,  the  root  being  A.  A 
dominant*  pedal  of  six  and  a  half  bars  follows, 
leading  to  a  recurrence  of  the  principal  theme 
to  the  key  of  D,  in  which  key  it  makes  a 
definite  close.  The  first  section  of  the  move- 
ment may  be  said  to  end  here.  The  middle 
section  is  built  chiefly  on  a  new  melodic  figure, 
beginning  in  the  key  of  G  minor  and  ending 
in  the  relative  major  ( Bb) : — 


*  The  pedal  note  is  A,  the  dominant  of  the  new  key  (D) 
which  is  prevalent  here.  It  is  therefore  the  dominant  of  the 
dominant  of  the  original  key. 

O 
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Ex.  98. 


The  melody  is  easily  traceable  throughout 
the  long  episode  which  follows,  and  there 
seems  no  call  for  particular  comment  until 
we  come  to  a  final  halt  in  the  key  of  C  minor, 
where  the  passage  (Ex.  98)  is  repeated.  It  is 
curious  to  note  how  it  is  accompanied  on  the 
pedals  by  D  in  the  first  instance,  the  domin- 
ant and  foundation  of  the  harmonies  used, 
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and  in  the  repetition  by  C.  Notice  how  in 
the  repetition  the  end  of  the  melody  is  altered 
so  as  to  end  in  the  key  of  G  minor.  A  few 
bars  later  a  return  is  made  to  the  primary 
idea.  Instead  of  the  melody  being  given  in 
the  tenor  in  the  fifth  bar  as  at  first,  it  is  given 
to  the  pedals,  but  without  a  modulation  to 
the  dominant,  the  C  sharps  being  changed  to 
C  naturals.  The  dominant  pedal  passage, 
which  was  first  heard  in  the  key  of  D  with  A 
in  the  pedals,  is  transposed  into  the  key  of  the 
movement  with  D  (the  dominant  of  G)  in  the 
pedals.  This  leads  up  to  a  short  coda,  in  which 
reference  is  made  to  both  leading  themes. 
First,  to  the  one  used  in  the  middle  section 
(shown  in  Ex.  98),  and  afterwards  to  the  one 
with  which  the  movement  opens.  Notice  in 
the  following  example  the  notes  marked  with 
asterisks,  which  show  the  first  few  notes  of  the 
theme ;  and  also  the  second  bar  of  the  ex- 
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ample,  the  treble  part  of  which  is  taken  from 
the  eighth  bar,  counting  from  the  beginning 
of  the  movement,  and  which  also  forms 
material  for  the  sequence  referred  to  above 
(see  Ex.  97) : — 


Ex.  99. 


The  fugue,  a  broad  and  dignified  movement, 
with  its  ceaseless  flow  of  crotchets  occasion- 
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ally  animated  by  a  few  stray  quavers,  has  for 
its  subject  a  striking  theme  : — 


Ex.  ioo. 


Fed.  ' 

The  answer  is  tonal.  The  countersubject  is 
not  regular.  The  only  part  where  it  is 
attempted  is  shown  in  the  following  example, 
and  even  this  is  modified  more  or  less  in  the 
subsequent  repetitions  in  the  exposition  : — 

Ex.  101.         ii  i        . 

!  / 


The  exposition,  as  usual,  ends  in  the  domin- 
ant key,  and  is  followed  by  an  episode  of 
three  bars,  when  the  subject  makes  its 
appearance  in  the  tenor.  In  the  first  of  the 
chords  marked  with  asterisks  in  Ex.  102  the 
G  |  must  be  regarded  as  a  passing  note  ;  the 
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second  chord  is  of  course  the  last  inversion  of 
the  chord  of  the  eleventh  on  E  : — 

Ex.  102. 


1 Ti™ a«* — 


F 


=3= 


Fed. 

It  is  interesting  to  trace  the  use  of  the 
countersubject  here.  The  asterisks  show  its 
progress : — 

Ex.  103. 


The  subject  next  comes  in  the  pedals,  and 
after  an  episode  of  two  bars  in  the  top  part, 
then  the  alto,  and  again  in  the  pedals. 
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Following  is  an  episode,  emulating  at  the 
start  the  second  passage  of  the  subject  (see 
second  bar  of  Ex.  100),  leading  to  a  short 
sequential  phrase  not  immediately  taken 
from  the  subject,  but  following  it  in  spirit 
It  begins  : — 


At  the  third  bar  it  (the  sequence)  is  inter- 
rupted by  the  appearance  of  the  subject, 
which  in  its  turn  is  interrupted  by  another 
short  sequential  phrase,  as  shown  in  the 
following  example  : — 
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Ex.  105. 


:S£ 


--U. 


A 
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m 
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d 


tr 
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The  example  shows  the  end  of  the  subject 
being  given  out  in  the  top  part,  the  tenor  inter- 
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rupts  with  the  first  two  notes,  and  then  con- 
tinues the  subject  as  it  were  from  the  top  part, 
forming  a  short  sequential  passage,  the  accom- 
panimental  parts  of  which  will  be  seen  to  vary. 
Notice  also  how  the  first  bar  of  the  subject, 
cominginbythe  pedals,  is  heard  simultaneously 
with  the  second  bar  in  the  top  part;  and,  also, 
how  in  the  last  bar  of  the  example  the  three 
notes  marked  with  an  asterisk,  which  are 
taken  from  the  end  of  the  subject,  seem  as  it 
were  to  end  up  the  subject, — an  ending  up 
which  has  been  so  long  delayed.  The  subject 
is  then  heard  in  the  pedals,  and,  followed  by  a 
short  episode,  leads  to  a  dominant  pedal  over 
which  the  subject  is  first  heard  in  the  top 
part  and  then  in  the  middle  part  with 
shortened  intervals  of  reply,  as  shown  in  the 
following : — 


io6     MENDELSSOHN'S  ORGAN  WORKS. 


The  subject  is  next  heard  in  the  pedals, 
followed  by  an  episode  beginning  with  an 
ascending  scale  passage  in  the  pedals  ;  then 
a  reference  to  the  subject  still  in  the  pedals, 
the  actual  notes  of  which  are  repeated  in  the 
next  bar  but  one  in  the  top  part,  leading  to  a 
long  tonic  pedal  with  three  entries  of  the 
subject  a  distance  of  a  bar  and  a  half  from 
one  another.  In  the  last  bar  but  one  the 
pedal  is  interrupted  to  make  way  for  a  perfect 
cadence,  with  which  the  movement  ends. 

The  third  and  last  of  the  preludes  and 
fugues  is  in  the  key  of  D  minor.  Before  the 
leading  subject  of  the  movement  is  introduced, 
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there  are  twenty-three  bars  of  introductory 
matter.  The  following  shows  the  idea  on 
which  it  is  founded  : — 


Ex.  107. 
Allegro. 


At  the  fifth  bar  follows  another  five  bars 
corresponding  to  the  first  five,  the  quaver 
passage  being  given  to  the  left  hand.  The 
device  is  again  repeated  this  time  with  the 
quaver  figure  shortened  by  one  bar ;  and, 
lastly,  when  it  is  the  same  as  at  first  but 
altered  in  the  last  bar.  A  few  chords  follow, 
which  lead  to  a  perfect  cadence  in  the  key  of 
the  movement.  Notice  the  use  of  the  chord 


io8      MENDELSSOHN'S  ORGAN  WORKS. 


of  the  Neapolitan  sixth,  and  the  false  relation 
in  the  following  example  : — 

Ex.  1 08. 


The  real  business  of  the  movement  here 
begins  with  the  following  theme  :— 

Ex.  109. 


The  working  out  of  this  subject  somewhat 
resembles  that  in  the  first  prelude ;  it  is 
answered,  as  in  an  ordinary  fugue,  and  the 
mode  of  procedure  is  perfectly  orthodox  to 
the  end  of  the  exposition,  with  perhaps  the 
exception  that  the  episodes  between  the 
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entries  of  the  subject  are  longer  than  is  cus- 
tomary in  an  ordinary  fugue.  In  this  particu- 
lar it  also  resembles  the  first  prelude.  The 
answer,  which  is  real,  is  accompanied  by  a 
countersubject  throughout  the  exposition,  and 
it  is  also  heard  later  in  the  working  out  of  the 
movement,  which  we  will  notice  in  due 
course  : — 


Ex.  no. 
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Ex.  ni. 


r    r 


" ' 


Notice  how  in  the  second  example,  by  the 
alteration  of  one  note  (E  in  the  third  bar), 
the  countersubject  is  prevented  from  ascend- 
ing too  high,  and  is  brought  down  an  octave 
lower.  At  the  end  of  the  exposition,  the 
subject  and  countersubject  combine  to  form  a 
short  episode.  The  next  example  shows  the 
first  bar : — 
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Ex.  112. 


Fed. 


The  subject  is  next  heard  in  the  pedals, 
but  without  any  reference  to  the  counter- 
subject.  The  episode  following  is  reminis- 
cent of  the  first  notes  of  the  subject  in  the 
pedals  : — 


The  subject  then  comes  in  at  the  top  part, 
and    leads   to   an   episode    founded   on    the 


ii2    MENDELSSOHN'S  ORGAN  WORKS. 


countersubject,  with  a  tonic  pedal  point  (the 
key  here  is  F)  for  two  bars  and  three  quarters, 
when,  after  a  perfect  cadence  in  that  key  (F), 
we  are  brought  to  an  entirely  new  episodal 
figure  of  triplet  quavers  : — 


&c. 


Ped. 

At  the  fifth  bar  a  new  start  is  made  in  the 
key  of  G  minor,  and  later  still  in  A  minor  and 
D  minor.  The  subject  is  finally  heard  sim- 
ultaneously with  the  quaver  figure  :— 

Ex.  115. 
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The  two  notes  marked  with  asterisks  in  fore- 
going example  show  a  new  start  of  the  sub- 
jects;  notice  how  it  overlaps  the  preceding 
entry.  A  long  episode  follows,  at  first  emu- 
lating the  triplet  figure,  and  afterwards  a 
combination  of  subject  and  countersubject 
similar  to  the  episode  commented  on  earlier 
in  the  movement,  and  shown  in  Ex.  112. 
The  passage  on  a  tonic  pedal  A  (the  key  here 
is  A  minor)  is  a  transposition  of  the  before 
remarked  tonic  pedal  F,  and  leads  as  before 
to  an  appearance  of  the  triplet  figure  of 
quavers.  At  the  third  bar  the  quavers  are 
accellerated  into  semiquavers ;  and  at  the 
fifth  bar  the  preceding  four  bars  are  repeated, 
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transposed  into  the  key  of  D  minor.     After 
an  episode  of  semiquavers,  the  subject  enters 
in    the    left    hand,    accompanied    by   semi- 
quavers : — 
Ex.  116. 


Notice  the  short  sequence  at  the  beginning  of 
the  following  episode,  and  also  how  at  the 
third  bar  it  is  inverted.  The  subject  in  toto 
is  only  heard  once  more,  and  is  accompanied 
by  simple  chords  : — 

, .     j_4~ 


m 
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In  the  last  bar  but  one  of  the  example  (117), 
notice  the  appearance  of  the  subject  in  the 
pedals,  and  also  the  reference  to  the  counter- 
subject  in  the  middle  part.  An  episode 
follows  here,  terminating  with  the  third 
repetition  of  that  tonic  pedal  above  referred 
to,  this  time  in  the  key  of  the  movement  (D 
minor).  New  notes  have  this  time  been 
added  to  the  upper  parts,  and  the  whole 
passage  ends  with  an  interrupted  cadence 
bringing  us  to  the  coda,  which  is  built  wholly 
on  the  subject.  No  mention  is  made  of  the 
triplet  figure.  Notice  the  sequence  begin- 
ning :— 
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Lx.  1 1 8. 


tr* 


-i- 


^EE 


The  subject  of  the  fugue  is  the  following  :— 

Ex.  119. 


Ex.    120  shows  the  answer,  which  is  tonal, 
accompanied  by  its  countersubject  :— 


Ex.  120. 


r 
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In  the  first  bar  the  countersubject  will  be  seen 
to  resemble  the  third  bar  of  the  subject  (Ex. 
1 19),  and  also  towards  the  end  a  similarity 
may  be  traced.  A  comparison  of  the  fore- 
going example  with  the  next  one  shows  how, 
in  the  second  bar,  modification  has  been 
necessary  to  preserve  the  key. 
Ex.  121. 


The   countersubject   has   little   part    in    the 
working  out  of  the  movement  other  than  those 
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two  instances  quoted.  Even  in  the  next 
entry  of  the  subject  its  progress  is  difficult  to 
trace  :  — 
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Mr.  James  Higgs,  in  his  work  on  "  Fugue,'1 
remarks  that  "  an  accidental  imitation  of  the 
first  counterpoint  may  occur  without  estab- 
lishing a  regular  countersubject."  The  ex- 
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ample  I  have  quoted  may  be  regarded  as  an 
instance  of  this ;  the  countersubject  assimil- 
ates too  much  the  character  of  the  subject, 
and  lacks  sufficient  distinctiveness  to  be  of 
much  value  in  the  development  of  the  fugue. 
The  next  appearance  of  the  subject  is  in  a 
middle  part,  and,  after  a  short  episode  in  the 
top,  then  twice  again  in  the  middle  parts : 
the  second  time  it  is  interrupted  by  the 
pedals  taking  it  up.  Once  more  it  is  given  to 
an  inner  part,  and  is  interrupted  this  time  at 
the  fourth  bar  by  entering  in  the  top  part. 
Notice  in  the  episode  following  the  sequence 
founded  on  the  last  bar  of  the  subject,  and 
also  the  passage  beginning  : — 
Ex.  123. 


j-i  ,  i  & 


fed. 
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which  is  repeated  three  times,  the  last  time 
with  the  first  three  notes  of  the  subject  in  the 
pedals.  Notice  also  how  the  left  hand  imi- 
tates the  top  part  at  the  third  beat.  At  the 
fourth  bar  the  phrase  is  repeated  transposed 
into  the  key  of  G  minor,  this  time  the  left 
hand  taking  the  lead.  The  pedals  again 
take  up  the  first  three  notes  of  the  subject, 
which  is  then  continued  by  the  left  hand 
part.  There  is  an  instance  of  canon  here 
which  is  interesting  : — 

Ex.  124 
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And  again : — 


Ex.  125. 


fe 
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The  subject  is  next  heard  in  the  pedals. 
There  is  another  instance  of  canon,  this  time 
with  a  new  feature  added — namely,  the  top 
part  taking  the  passage  in  contrary  motion  : — 
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Ex.  126. 


/ta  ^ ' 


s^^s 


I I. 


The  last  two  bars  emulate  the  same  idea — 
that  of  combining  the  subject  in  contrary 
motion  with  its  original  form,  and  make  the 
first  two  bars  of  a  short  sequence.  The  next 
point  of  interest  is  that  of  a  stretto  : — 
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Ex.  127. 
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The  tenor  and  treble  parts  finish  out  the 
subject  in  canon,  but  not  at  the  distance  of 
an  octave  above  or  below  as  formerly,  but  of 
a  fifth.  There  is  a  dominant  pedal  point 
here  of  six  bars.  The  subject  is  last  heard  in 
the  pedals,  and  with  this  and  a  few  more 
added  bars  to  give  the  movement  a  feeling  of 
finish,  it  is  brought  to  an  end. 


ERRATA. 

Page  63,  line  10,  for  connectuing  read  "  connecting." 
Page  78,  line  5,  for  C  major  read  "  CJf  major." 
Page  80,  line  12,  for  des  Nam*  read  "  der  Name." 
Page  87,  line  9,  for  subjective  read  "  subject." 
Example  2,  for  Zty  read  "  C." 

Example  37A,  the  C  in  the  alto,  first  bar,  should  be  tied. 
Example  75,  the  F  in  the  first  bar  should  be  dotted,  and  the 
G  following,  a  quaver. 
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first  appearance  in  the  records  of  the  earliest  civilisations, 
through  their  gradual  development  in  the  Greek,  Roman 
and  Christian  eras  down  to  more  recent  times.  400  illustrations. 
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J.  W.  Davison,  forty  years  Music  Critic  of  The  Times,  compiled 
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Illustrated  with  many  Portraits.    Crown  8vo,  cloth,  10/-. 

An  interesting  book  of  reminiscences  by  a  prominent  Anglo- 
American  pianist  and  composer  (1831-1909).  He  studied  under 
Pleyel,  Moscheles,  Rubinstein  and  Liszt,  and  became  a  concert 
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Essays  on  Schubert,  Schumann,  Gotz,  Brahms,  Tchaikovsky, 
Bruckner,  Berlioz,  Liszt,  Strauss,  Mahler,  Mendelssohn, 
Saint-Saens,  etc.  By  FELIX  WEINGARTNER.  Translated  by  A. 
BLES.  Twelve  Portraits.  Second  Impression.  With  Chapter 
added  by  D.  C.  PARKER  on  Weingartner's  Symphony  No.  5. 
Crown  8vo,  cloth,  16/-. 

WITH  THE  GREAT  COMPOSERS.    A  Series  of  Pen  Pictures, 
exhibiting  in  the  form  of  Interviews  the  Personal  Character- 
istics as  Artists  of  the  World's  great  Tone  Poets.   By  GERALD 
CUMBERLAND.   Portraits.   Cr.  8vo,  cloth,  10/-. 
Deals  with  Chopin,  Haydn,  Mendelssohn,  Paganini,  Beethoven, 
Handel,    Rossini,    Schubert,    Liszt,    Berlioz,    Mozart,     Wagner 
Tchaikovsky,  Cherubini,  Wolf,  Borodin,  Schumann,  Sullivan. 


HOW  TO  PLAY  BACH'S  48  PRELUDES  AND  FUGUES.    A 

Guide  Book  for  the  use  of  Piano  Students  as  an  aid  to  the 
Unravelling  and  Interpretation  of  these  Masterpieces,  ensuring 
a  more  Intelligent  Keyboard  Rendering.  By  C.  W.  WILKINSON. 
Crown  8vo,  cloth,  10/-. 

OUTLINE  ANALYSIS  OF  BACH'S  FORTY-EIGHT  FUGUES. 

By  BROOK  SAMPSON.   3/-. 

BALFE,  HIS  LIFE  AND  WORK.    By  WM.  ALEXANDER  BARRETT. 
Over  300  pages.  Crown  8vo,  cloth,   15/-. 
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BEETHOVEN.  By  RICHARD  WAGNER.  With  a  Supplement  from 
the  Philosophical  Works  of  Arthur  Schopenhauer.  Translated 
by  EDWARD  DANNREUTHER.  Third  Edition.  Crown  8vo, 
cloth,  15/-. 

BEETHOVEN  AND  HIS  PIANO  WORKS  (Sonatas,  Concertos, 
Variations,  etc.).  Descriptive  and  Analytic  Aid  to  their  Under- 
standing and  Rendering.  By  HERBERT  WESTERBY.  With  list 
of  Principal  Editions  and  Bibliography.  3  illustrations,  45 
music  examples.  Crown  8vo,  cloth,  10/-. 

BEETHOVEN'S  PIANOFORTE  SONATAS  Explained  for  the 
Lovers  of  the  Musical  Art.  By  ERNST  VON  ELTERLEIN.  Trans- 
lated by  E.  HILL,  with  Preface  by  ERNST  PAUER.  Revised 
Edition  (the  Seventh  issue).  With  Portrait,  and  View  of 
Beethoven's  House.  Crown  8vo,  cloth,  10/-. 

NOTES  ON  THE  INTERPRETATION  OF  24  FAMOUS  PIANO 
SONATAS  BY  BEETHOVEN.  By  J.  ALFRED  JOHNSTONE. 
Portrait,  crown  8vo,  cloth,  12/6. 

BEETHOVEN'S  PIANO  SONATAS.  A  Descriptive  Com- 
mentary on  the  Sonatas  in  the  light  of  Schnabel's  Interpreta- 
tions; giving  an  aesthetic  Appreciation  of  each  Sonata,  with  an 
Outline  of  the  Development  of  the  Sonata  Form  in  Beethoven's 
hands.  With  a  Biographical  Sketch  of  Schnabel  and  an 
account  of  his  activity  as  an  executant,  composer  and  teacher. 
By  RUDOLF  KASTNER.  Translated  by  GERALD  ABRAHAM. 
55  pages,  post  8vo,  paper,  3/6. 

A  CRITICAL  STUDY  OF  BEETHOVEN'S  NINE  SYMPHON- 
IES, with  a  Few  Words  on  His  Trios  and  Sonatas,  a  Criticism 
of  "Fidelio"  and  an  Introductory  Essay  on  Music.  By  HECTOR 
BERLIOZ.  Translated  from  the  French  by  EDWIN  EVANS. 
Portrait.  Crown  8vo,  cloth,  2 1/-. 

BEETHOVEN'S  NINE  SYMPHONIES  Fully  Described  and 
Analysed.  A  complete  Account  of  Thematic  Material  and 
auxiliary  Motives,  an  Analytical  Chart  of  each  Movement,  full 
Technical  Descriptions  of  Developments,  Particulars  of  Formal 
and  Rhythmic  Features,  Epitomical  Tables,  etc.  Illustrated  by 
637  Musical  Examples.  By  EDWIN  EVANS.  Cloth,  Vol.  I  (Nos. 
1  to  5),  21/-.  Vol.  II  (Nos.  6  to  9),  out  of  print. 

BEETHOVEN'S  SYMPHONIES  in  their  Ideal  Significance, 
Explained  by  ERNST  VON  ELTERLEIN.  Translated  by  FRANCIS 
WEBER.  With  an  Account  of  the  Facts  Relating  to  Beethoven's 
Tenth  Symphony.  By  L.  NOHL.  Second  Edition.  Crown 
8vo,  cloth,  10/-. 

BEETHOVEN'S  SYMPHONIES  Critically  Discussed  by  ALEX- 
ANDER TEETGEN.  With  Preface  by  JOHN  BROADHOUSE.  Second 
Edition.  Post  8vo,  cloth,  6/6. 
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THE  CRITICAL  WRITINGS  OF  HECTOR  BERLIOZ 

A  CRITICAL  STUDY  OF  BEETHOVEN'S  NINE  SYM- 
PHONIES, with  a  few  Words  on  his  Trios  and  Sonatas,  and  a 
Criticism  of  Fidelio.  Portrait.  Crown  8vo,  cloth,  21/-. 

GLUCK  AND  HIS  OPERAS,  with  an  Account  of  their  Relation 
to  Musical  Art.  Portrait.  Crown  8vo,  cloth,  18/-. 

MOZART,  WEBER  AND  WAGNER,  with  various  other  Essays 
on  Musical  Subjects.  Crown  8vo,  cloth,  18/-. 

The  above  three  books  form  a  full  and  readable  translation  by 
Edwin  Evans  of  the  justly  celebrated  critical  writings  of  Hector 
Berlioz  issued  under  the  title  of  "A  Travers  Chant." 


BORODIN  THE  COMPOSER  AND  HIS  MUSIC.  A  Descriptive 
and  Critical  Analysis  of  his  Works  and  a  Study  of  his  Value 
as  an  Art  Force.  With  many  references  to  the  Russian  Kouchka 
Circle  of  Five — Balakirev,  Moussorgsky,  Cesar  Cui,  Rimsky- 
Korsakov,  and  Borodin.  By  GERALD  ABRAHAM.  With  music 
examples  and  5  Portraits.  Crown  8vo,  cloth,  18/-. 

LIFE  OF  JOHANNES  BRAHMS.    By  FLORENCE  MAY.    Second 

Edition,  Revised.  Two  Volumes,  demy  8vo,  cloth,  35/-. 
This  work  still  remains  the  most  comprehensive  single  work  on 
the  composer  published.  It  is  based  on  material  gathered  at  first 
hand  during  the  course  of  several  visits  to  the  Continent,  and  its 
value  as  a  personal  document  is  enhanced  by  the  author's  own 
recollections  and  impressions  of  Brahms,  which  were  the  result  of 
personal  contact  with  and  actual  study  under  the  great  master. 

HISTORICAL,  DESCRIPTIVE  AND  ANALYTICAL  ACCOUNT 
OF  THE  ENTIRE  WORKS  OF  BRAHMS.  By  EDWIN 
EVANS.  The  Works  are  treated  in  the  order  of  their  Opus 
Numbers,  and  every  Composition  is  dealt  with  in  detail. 
Complete  in  4  volumes  with  altogether  1,500  pages  and  over 
1,000  Music  Examples  and  Tables,  as  follows: 

CHAMBER    AND    ORCHESTRAL    WORKS    OF    BRAHMS. 

First  Series  to  Op.  67.    By  EDWIN  EVANS.   30/-. 

CHAMBER    AND    ORCHESTRAL    WORKS    OF    BRAHMS. 

Second  Series,  Op.  68  to  the  End.   By  EDWIN  EVANS.    35/-. 

PIANO  AND  ORGAN  WORKS  OF  BRAHMS.  By  EDWIN 
EVANS.  30/-. 

VOCAL  WORKS  OF  BRAHMS.   By  EDWIN  EVANS.   35/-. 
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LIFE  OF  CHERUBIM.  By  F.  J.  CROWEST.  (Great  Musicians 
Series.)  Crown  8vo,  cloth,  6/-. 

CHERUBIM.  Memorials  illustrative  of  his  life.  By  E.  BELLASIS. 
Crown  8vo,  cloth,  25/-. 

CHOPIN'S  GREATER  WORKS  (Preludes,  Ballads,  Nocturnes, 
Polonaises,  Mazurkas).  How  they  should  be  Understood.  ByJ. 
KLECZYNSKI.  Including  Chopin's  Notes  for  a  "Method  of 
Methods."  Translated  by  N.  JANOTHA.  Second  Edition. 
With  music  examples.  Crown  8vo,  cloth,  8/6. 

HOW  TO  PLAY  CHOPIN.    The  Works  of  Chopin,  their  Proper 

Interpretation.    By  J.  KLECZYNSKI.    Translated  by  A.  WHIT- 

TINGHAM.     Sixth  Edition.     Music  Illustrations.    Crown  8vo, 

cloth,  7/6. 

Contains  the  cream  of  Chopin's  instructions  to  his  own  pupils. 

To  admirers  of  Chopin  and  players  of  his  music  we  should  say  this 

book  is  indispensable. 

CHOPIN  AS  REVEALED  BY  EXTRACTS  FROM  HIS  DIARY. 

By  COUNT  TARNOWSKI.     Translated  from  the  Polish  by  N. 
JANOTHA.  With  eight  Portraits.  Crown  8vo,  paper  covers,  5/-. 
In  the  above  notes  Chopin  alludes  to  many  of  his  compositions  as 
wel!  as  relating  the  conditions  under  which  they  were  written. 

FREDERIC  CHOPIN,  Critical  and  Appreciative  Essay.  By  J.  W. 
DAVISON.  8vo,  3/-. 

CHOPIN  THE  COMPOSER  AND  HIS  MUSIC.  An  Analytic 
Critique  of  Famous  Traditions  and  Interpretations,  as  exhibited 
in  the  Playing  of  Great  Pianists,  Past  and  Present.  By  JOHN  F. 
PORTE.  With  portrait.  193  pages,  crown  8vo,  cloth,  10/6. 

HANDBOOK  TO  CHOPIN'S  WORKS.  A  Detailed  Account  of 
all  the  Compositions  of  Chopin.  Short  Analyses  for  Piano 
Student  and  Critical  Quotations  from  Writings  of  Well- 
known  Musical  Authors.  Chronological  List  of  Works,  etc. 
By  G.  C.  A.  JONSON.  Second  Edition.  Crown  8vo,  cloth,- 1 8/-. 
"Here  in  one  compact  volume  is  all  that  is  necessary  to  know 

about  Chopin  and  his  works  except  by  the  leisured  enthusiast." 

HANDEL'S  MESSIAH.  The  Oratorio  and  its  History.  A  Hand- 
book of  Hints  and  Aids  to  its  Public  Performance,  with  useful 
Notes  on  each  Movement,  as  well  as  Numerous  References 
and  much  Original  Information.  By  J.  ALLANSON  BENSON. 
Cloth,  6/-,  paper,  3/-. 

LISZT,  COMPOSER,  AND  HIS  PIANO  WORKS.  Descriptive 
Guide  and  Critical  Analysis,  written  in  a  popular  and  concise 
style.  By  HERBERT  WESTERBY,  Mus.Bac.,  Lon.,  etc.  5  illustra- 
tions, 24  music  examples.  336  pp.,  crown  8vo,  cloth,  15/-. 
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ANALYSIS    OF    MENDELSSOHN'S    ORGAN    WORKS.       A 

Study  of  their  Structural  Features.  By  JOSEPH  W.  G.  HATHA- 
WAY, Mus.B.  Oxon.  127  Music  Examples.  Portrait  and 
Facsimiles.  Crown  8vo,  cloth,  12/6. 

HOW  TO  INTERPRET  MENDELSSOHN'S  "SONGS  WITH- 
OUT WORDS"  (the  celebrated  "Lieder  ohne  Worte"). 
A  Readable  and  Useful  Guide  for  All.  Gives  the  Piano 
Students  helpful  Insight  into  the  first  Principles  of  Form  in 
Music.  By  CHARLES  W.  WILKINSON.  With  portrait  and 
facsimile  of  MS.  Crown  8vo,  cloth,  6/-;  paper,  3/6. 

MOZART:  a  Commemorative  Address  read  before  the  Positivist 

Society.   By  V.  LUSHINGTON.   8vo,  2/-. 
Mozart  and  Religion. 

MOZART  AND  THE  SONATA  FpRM:  A  Companion  Book 
to  any  Edition  of  Mozart's  Piano  Sonatas,  including  an 
Analysis  of  the  Form  of  each  Movement,  with  Notes  upon 
Treatment  and  Tonality,  by  J.  RAYMOND  TOBIN,  Mus.B. 
Crown  8vo,  cloth,  15/-. 

THE  SONATA:  Its  Form  and  Meaning,  as  Exemplified  in  the 
Piano  Sonatas  by  Mozart.  A  Descriptive  Analysis,  with 
Musical  Examples.  By  F.  HELENA  MARKS.  8vo,  cloth,  16/-. 

QUESTIONS   ON    MOZART'S   SONATAS.      By    F.    HELENA 

MARKS.  Aid  and  Companion  to  the  Study  of  the  Author's 
work,  "The  Sonata:  Its  Form  and  Meaning  as  Exemplified 
in  the  Piano  Sonatas  by  Mozart."  Paper  covers,  2/6. 

PURCELL.  By  WILLIAM  H.  CUMMINGS,  Mas.  Doc.  (Great 
Musicians  Series).  Crown  8vo,  paper  covers,  6/-. 

RACHMANINOFF.  An  Exhilarating  Biographical  Study  of  this 
Genius  of  the  Keyboard.  By  WATSON  LYLE.  Preface  by  LEFF 
POUISHNOFF.  Two  Portraits  and  List  of  Works.  Crown  8vo, 
cloth,  18/-. 

FRANZ  SCHUBERT,  Man  and  Composer.  A  Vivid  Story  of 
a  Charming  Personality.  By  C.  WHITAKER- WILSON.  With 
Original  Translations  into  English  of  eight  Well-known 
Schubert  Songs,  together  with  the  Music  for  the  Voice. 
Portraits  and  Illustrations  of  Schubert  and  his  Friends. 
Crown  8vo,  cloth,  1 5/-. 

HENRY   SMART'S  ORGAN  COMPOSITIONS  ANALYSED. 

By  J.  BROADHOUSE.  Crown  8vo,  cloth,  5/-. 

WAGNER'S  TEACHINGS  BY  ANALOGY.  His  Views  on 
Absolute  Music  and  of  the  Relations  of  Articulate  and  Tona! 
Speech,  with  Special  Reference  to  "Opera  and  Drama."  By 
EDWIN  EVANS.  Crown  8vo,  cloth,  6/-;  paper,  3/6. 
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WAGNER'S  Ring  des  Nibelungen.  The  Story  of  Wagner's  "Ring" 
for  English  Readers.  By  N.  KILBURN,  Mus.Bac.,  Cantab. 
Crown  8vo,  paper,  2/-. 

OPERA  AND  DRAMA.  By  RICHARD  WAGNER.  Translated  by 
EDWIN  EVANS.  Opera  and  the  Essence  of  Music,  The  Stage- 
Play  and  Dramatical  Poetic  Art  in  the  Abstract,  Poetry  and 
Music  in  the  Drama  of  the  Future.  2  vols.  Crown  8vo,  cloth, 

42/-. 

WAGNER'S  PROSE  WORKS.  Translated  by  WM.  ASHTON 
ELLIS.  Vol.  I,  The  Art- Work  of  the  Future,  etc.,  2 1/-;  Vol.  II, 
Opera  and  Drama,  out  of  print;  Vol.  Ill,  The  Theatre,  21/-; 
Vol.  IV,  Art  and  Politics,  2 1/-;  Vol.  V,  Actors  and  Singers, 
out  of  print;  Vol.  VI,  Religion  and  Art,  out  of  print;  Vol.  VII, 
In  Paris  and  Dresden,  out  of  print;  Vol.  VIII,  Posthumous, 
etc.,  out  of  print. 

HOW  TO  UNDERSTAND  WAGNER'S  "RING  OF  THE 
NIBELUNG."  Being  the  Story  and  a  Descriptive  Analysis 
of  the  "Rheingold,"  the  "Valkyr,"  "Siegfried"  and  the  "Dusk 
of  the  Gods."  With  Musical  Examples  of  the  Leading  Motives 
of  Each  Drama.  By  GUSTAVE  KOBBE.  Together  with  a  Sketch 
of  Wagner's  Life.  By  N.  KILBURN,  Mus.Bac.  Cantab.  Seventh 
Edition.  Crown  8vo,  cloth,  10/-. 

Description  and  analysis  go  hand  in  hand  with  the  narration  of 
the  story.  Musical  examples  are  given  as  aids  to  the  identifica- 
tion of  the  leading  motives  and  an  index  makes  it  easy  for  any 
reader  to  turn  up  any  particular  motive  instantly. 


ORCHESTRAL 


THE  CONDUCTOR,  THE  THEORY  OF  HIS  ART.  By  HECTOR 
BERLIOZ.  Translated  by  J.  BROADHOUSE.  With  41  Diagrams 
and  Examples.  Crown  8vo,  cloth,  7/6;  paper  covers,  4/-. 

HANDBOOK   ON    THE   TECHNIQUE    OF    CONDUCTING. 

By  SIR  ADRIAN  BOULT.  Seventh  Edition,  revised.  5/-. 

INSTRUMENTS  AND  ART  OF  THE  ORCHESTRA.  An  In- 
troductory Study.  With  Table  showing  Range  of  each  Instru- 
ment. By  P.  W.  DE  COURCY-SMALE,  Mus.Bac.  8vo,  boards,  6/-. 

METHOD  OF  INSTRUMENTATION.  How  to  Write  for  the 
Orchestra  and  Arrange  an  Orchestral  or  Band  Score.  Illus- 
trated with  Music  Examples  and  various  large  folding  Charts 
and  Index.  By  EDWIN  EVANS.  Demy  8vo,  cloth,  two  volumes. 
Vol.  I.  How  to  Write  for  Strings,  Arrangement  of  Scoring  and 
Preparation  of  Parts.  With  Charts.  10/-. 
Vol.  II.  How  to  Write  for  Wood,  Brass  and  Drums,  and 
Arrange  a  Band  Score.  With  large  folding  Charts.  10/-. 

NOTES  ON  CONDUCTORS  AND  CONDUCTING.    By  T.  R. 

CROGER,  F.R.G.S.,  F.Z.S.,  also  the  Organising  and  Con- 
ducting of  Amateur  Orchestras,  with  three  full-page  Illustra- 
tions of  the  various  "Beats"  and  Plan  of  the  Orchestra. 
Revised  and  Enlarged.  Crown  8vo,  paper,  3/-. 

ON  CONDUCTING.  By  RICHARD  WAGNER.  Translated  by 
EDWARD  DANNREUTHER.  A  Treatise  on  Style  in  the  Execution 
of  Classical  Music.  Fourth  Edition.  Crown  8vo,  cloth,  8/6. 

ORCHESTRAL  AND  BAND  INSTRUMENTS.  A  Short  Account 
of  the  Instruments  used  in  the  Orchestra,  and  in  Brass  and 
Military  Bands.  By  G.  F.  BROADHEAD,  Mus.B.  Dunelm, 
L.Mus.T.C.L.  With  24  Illustrative  Music  Examples.  Post 
8vo,  cloth,  5/-. 

ORCHESTRAL  WIND  INSTRUMENTS,  Ancient  and  Modern 
Being  an  Account  of  the  Origin  and  Evolution  of  Wind 
Instruments  from  the  Earliest  Times.  By  U.  DAUBENY,  11 
plates  illustrating  61  Instruments  or  Parts.  8vo,  cloth,  25/-. 

PRACTICAL  GUIDE  FOR  THE  CONDUCTOR  and  Useful 
Notes  for  the  Orchestra.  By  F.  W.  DE  MASSI-HARDMAN.  With 
Music  Examples  and  Diagrams.  3/-. 


ORGAN 


ART  OF  ORGAN  ACCOMPANIMENT  IN  THE  CHURCH 
SERVICES.  What  to  Do  and  what  to  Avoid :  being  a  Guide 
to  the  Organist  in  the  effective  rendering  of  the  Music.  By 
WALTER  L.  TWINNING,  F.R.C.O.  Boards,  3/6. 

THE  EARLY  ENGLISH  ORGAN  BUILDERS  and  their  Works, 
from  the  Fifteenth  Century  to  the  Period  of  the  Great  Rebellion 
By  DR.  E.  F.  RIMBAULT.  Post  8vo,  boards,  12/-. 

THE  LNFLUENCE  OF  THE  ORGAN  IN  HISTORY.  By  DUDLEY 

BUCK.   Crown  8vo,  boards,  4/-;  paper  covers,  2/-. 

INTERNATIONAL  REPERTOIRE  GUIDE  (Historical,  Educa- 
tional and  Descriptive)  to  Foreign,  British  and  American 
Works.  By  HERBERT  WESTERBY.  4to,  cloth,  2 1/-. 

Describes  the  best  Organ  Music  of  foreign  countries  as  well  as  of 
Britain  and  America. 

A  large  and  beautifully  presented  quarto  work,  fully  illustrated  by 
thirty-six  plates  on  fine  art  paper,  comprising  seven  English  and 
sixteen  foreign  organs,  thirty-one  portraits,  and  illustrations  of  the 
houses  of  Bach  and  Handel. 

LECTURE  ON  THE  PEDAL  ORGAN.  Its  History,  Design  and 
Control.  By  THOMAS  CASSON.  With  folding  Diagram.  8vo 
cloth,  6/-. 

MODERN  ORGAN  BUILDING.  By  WALTER  &  THOMAS  LEWIS 
(Organ  Builders).  Practical  Explanation  and  Description  of 
Organ  Construction  with  especial  regard  to  Pneumatic  Action 
and  Chapters  on  Tuning,  Voicing,  etc.  Third  Edition,  Re- 
vised. 116  Illustrations,  including  76  Drawn  to  Scale  and 
Reproduced  from  actual  Working  Drawings.  4to,  cloth,  35/-. 

MODERN  ORGAN  TUNING,  The  How  and  Why,  Clearly 
Explaining  the  Nature  of  the  Organ  Pipe  and  the  System  of 
Equal  Temperament,  together  with  an  Historic  Record  of  tho 
Evolution  of  the  Diatonic  Scale  from  the  Greek  Tetrachord. 
By  HERMANN  SMITH.  Crown  8vo,  cloth,  10/6. 

NEW  ORGAN  PRINCIPLES  AND  THEIR  INTERPRETATION. 

A  Guide  to  and  Suggestions  on  Phrasing  and  Registration 
with  a  view  to  improved  Organ  Playing.  By  TERENCE  WHITE. 
With  54  music  examples.  Demy  8vo,  paper  covers,  4/-. 

THE  ORGAN  AS  VIEWED  FROM  WITHIN.  A  Practical 
Handbook  on  the  Mechanism  of  the  Organ.  By  JOHN  BROAD- 
HOUSE.  With  over  fifty  Illustrations.  Crown  8vo,  cloth,  15/-. 
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THE  ORGAN  FIFTY  YEARS  HENCE.  A  Study  of  its  Develop- 
ment in  the  Light  of  its  Past  History  and  Present  Tendencies. 
By  FRANCIS  BURGESS,  F.S.A.,  Scot.,  1908.  Demy  8vo.  3/-. 

ORGAN  OF  THE  ANCIENTS  FROM  EASTERN  SOURCES 

(Hebrew,  Syriac  and  Arabic).  By  HENRY  GEORGE  FARMER, 
M.A.,  Ph.D.,  Carnegie  Research  Fellow.  Foreword  by  CANON 
F.  W.  GALPIN.  With  numerous  Illustrations.  8vo,  cloth,  35/-. 

THE  ORGAN,  WRITINGS  AND  OTHER  UTTERANCES  ON 
ITS  STRUCTURE,  HISTORY,  PROCURAL,  CAPABILIT- 
IES, ETC.  By  F.  W.  WARMAN.  Four  Parts  (A  to  Nou-,  the 
rest  imprinted),  royal  8vo,  paper  covers,  15/-. 

The  parts  advertised  above  are  all  that  have  been  published,  as 
the  untimely  death  of  Mr.  Warman  prevented  the  completion  of 
the  work.  The  book  is  a  mine  of  information  for  those  keen  on 
organ  subjects.  The  author  devoted  the  best  part  of  his  life  to 
compiling  the  work  and  collecting  material  for  his  subject. 

REFORM  IN  ORGAN  BUILDING.    By  THOMAS  CASSON.    Demy 

8vo,  2/6. 

SOME  CONTINENTAL  ORGANS  and  their  Makers.  With 
Specifications  of  many  of  the  fine  Examples  in  Germany  and 
Switzerland.  By  JAMES  I.  WEDGWOOD.  Post  8vo,  cloth,  6/6. 

TECHNICS  OF  ORGAN  TEACHING.  A  Handbook  which 
treats  of  Special  Points  in  Organ  Teaching  Examinations, 
together  with  Test  Questions.  By  R.  A.  JEVONS.  Boards,  3/6. 

TECHNICS  OF  THE  ORGAN.  An  Illuminative  Treatise  on 
many  Points  and  Difficulties  connected  therewith.  Special 
Treatment  of  Rhythm,  Minimisation  of  the  Use  of  Accessories, 
Extemporisation,  Expressive  Regulation  of  Organ  Tone  and 
Accompaniment.  By  EDWIN  EVANS,  F.R.C.O.  With  over  100 
Music  Examples.  4to,  cloth,  12/6. 
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THE  APPROACH  TO  LISZT.  A  Course  of  Modern  Tonal- 
Technique  for  the  Piano,  in  the  form  of  Graded  Studies  from 
the  Moderately  Difficult  to  the  Master  Stage.  By  HERBERT 
WESTERBY,  Mus.Bac.  Lond.,  F.R.C.O.,  etc.  Folio,  5/6. 

Preliminary  Studies  in  Touch  and  Phrasing  in  all  Keys. 
Based  on  the  Scales  and  Broken  Chords. 

Intermediate  Studies  in  Sequential,  Wrist  and  Preparatory 
Arpeggio  Work  in  the  Black  and  White  Key  Positions. 

Advanced  Sequential  Studies  on  the  Black  Keys,  with 
Sixteen  Excerpts  from  Liszt's  Piano  Works.  The  Master 
Works :  Fifty-eight  Excerpts  from  Liszt. 

THE  ART  OF  TUNING  THE  PIANOFORTE.  A  New  Compre- 
hensive Treatise  to  enable  the  Musician  to  Tune  his  Piano 
upon  the  System  founded  on  the  Theory  of  Equal  Tempera- 
ment. By  HERMANN  SMITH.  New  Edition,  Revised.  Crown 
8vo,  boards,  8/6. 

THE  ARTIST  AT  THE  PIANO.    Essays  on  the  Art  of  Musical 

Interpretation.  By  GEORGE  WOODHOUSE.   8vo,  cloth,  5/6. 
The  celebrated  pianist,  Paderewski,  after  reading  the  manuscript 
of  this  stimulating  volume,  wrote:  "The  booklet  is  quite  a  remark- 
able work  and  a  really  valuable  contribution  to  the  philosophy  of 
pianistic  art." 

THE  BYRD  ORGAN  BOOK,  for  Piano  or  Organ.  A  Collection 
of  21  Pieces  (Pavans,  Galliards,  etc.),  by  William  Byrd,  1543- 
1623,  edited  from  the  Virginal  MSS.,  and  now  first  published 
in  Modern  Notation.  By  M.  H.  GLYN.  7/6. 

DELIVERY  IN  THE  ART  OF  PIANOFORTE  PLAYING,  On 

Rhythm,   Measure,   Phrasing,  Tempo.      By  C.   A.  EHREN- 
FECHTER.   Crown  8vo,  cloth,  6/-. 

THE  DEPPE  FINGER  EXERCISES  for  Rapidly  Developing  an 
Artistic  Touch  in  Pianoforte  Playing,  Carefully  Arranged, 
Classified  and  Explained  by  AMY  FAY  (Pupil  of  Tausig, 
Kullak,  Liszt  and  Deppe).  Folio,  English  or  Continental 
Fingering,  2/-. 

EXTEMPORISING  AT  THE  PIANO  MADE  EASY.  A  Manual 
for  Beginners  in  Musical  Composition.  Hints  and  Aids  for 
the  "From  Brain  to  Keyboard"  Composer.  By  REV.  E.  H. 
MELLING,  F.R.C.O.  8vo,  2/-. 
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HOW  TO  ACCOMPANY  AT  THE  PIANO.  By  EDWIN  EVANS. 
(Plain  Accompaniment,  Figurated  Accompaniment  and 
Practical  Harmony  for  Accompanists.)  172  Music  Examples. 
Crown  8vo,  cloth,  7/6. 

HOW  TO  PLAY  110  FAVOURITE  PIANO  SOLOS.  Being  the 
4  Series  complete  in  1  vol.  of  "Well-Known  Piano  Solos:  How 
to  Play  them  with  Understanding,  Expression  and  Effect."  By 
CHARLES  W.  WILKINSON.  Crown  8vo,  cloth,  12/6. 

HOW  TO  STUDY  THE  PIANOFORTE  WORKS  OF  THE 
GREAT  COMPOSERS.  By  HERBERT  WESTERBY,  Mus.Bac. 
Handel,  Bach,  Haydn,  Scarlatti,  Mozart,  dementi,  C.  P.  E. 
Bach,  Beethoven.  With  123  Musical  Examples.  Crown  8vo, 
cloth,  12/6. 

The  following  issued  singly,  paper  covers: 

HANDEL,  I/-;  D.  SCARLATTI,  I/-;  J.  S.  BACH,  1/6;  C.  P.  E. 
BACH  AND  HAYDN,  I/-;  CLEMENTI,  I/-;  MOZART,  1/6. 

INDIVIDUALITY  IN  PIANO  TOUCH.  By  ALGERNON  H. 
LINDO  and  J.  ALFRED  JOHNSTONE.  Crown  8vo,  2/6. 

INTRODUCTION  TO  RUSSIAN  PIANO  MUSIC.  By  HERBERT 
WESTERBY,  Mus.Bac. Lond.,  F.R.C.O.,  L.Mus.T.C.L.,  I/-. 

NATURAL  TECHNICS  IN  PIANO  MASTERY.  A  Complete 
and  authoritative  Manual,  covering  every  Phase  of  Piano 
Playing  and  Study — tracing  in  simple  Steps  for  the  Student's 
Guidance  the  aesthetic  Steps  as  well  as  the  technical  Problems 
leading  from  Beginning  Stages  to  Concert  Artistry.  By  JACOB 
EISENBERG.  55  illustrations.  Crown  8vo,  cloth,  12/6. 

PIANOFORTE  TEACHER'S  GUIDE.  By  L.  PLAIDY.  Translated 
by  F.  R.  RTTTER.  Crown  8vo,  boards,  3/-;  paper,  2/-. 

REEVES'  VAMPING  TUTOR.  Art  of  Extemporaneous  Ac- 
companiment, or  Playing  by  Ear  on  the  Pianoforte,  Rapidly 
Enabling  anyone  having  an  Ear  for  Music  (with  or  without 
any  Knowledge  of  Musical  Notation)  to  Accompany  with 
Equal  Facility  in  any  Key.  Practical  Examples.  By  FRANCIS 
TAYLOR.  Folio,  2/-. 

THE  STUDENT'S  GUIDE  TO  THE  ART  OF  TEACHING  THE 
PIANOFORTE.  By  CYRIL  R.  H.  HORROCKS,  L.R.A.M., 
L.T.C.L.,  A.R.C.M.  With  an  Extensive  and  Carefully  Graded 
List  of  Studies  and  Course  of  the  Great  Masters.  Numerous 
Musical  Examples.  Second  edition,  Revised.  Crown  8vo, 
cloth,  10/-. 

A  SYSTEM  OF  STUDY  OF  SCALES  AND  CHORDS.  Being 
Chapters  on  the  Elements  of  Pianoforte  Technique.  By  B. 
VINE  WESTBROOK,  F.R.C.O.  Numerous  Examples.  Revised 
edition.  8vo,  3/-. 
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TECHNICAL  STUDY  IN  THE  ART  OF  PIANOFORTE  PLAY- 
ING (Deppe's  Principles).  By  C.  A.  EHRENFECHTER.  With 
numerous  music  examples.  Fourth  Edition.  Crown  8vo, 
cloth,  6/-. 

CONTENTS:  Position — Arm — Wrist — Fingers;  Touch  (Tone  Pro- 
duction); Legato;  Equality  of  Tone;  Tension  and  Contraction; 
Five  Finger  Exercises;  Skips;  The  Scale;  Arpeggio  Chords;  Firm 
Chords;  High  Raising  of  the  Arm;  Melody  and  its  Accompani- 
ment; Connection  of  Firm  Chords;  The  Tremolo;  The  Shake 
(Trill);  The  Pedal;  Fingering. 

TOUCH,  PHRASING  AND  INTERPRETATION.  By  J.  ALFRED 
JOHNSTONE.  Crown  8vo,  cloth,  6/-. 
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THE  ART  OF  MODULATING.  A  Series  of  Papers  on  Modulating 
at  the  Pianoforte.  By  HENRY  C.  BANISTER.  With  62  Music 
Examples.  Crown  8vo,  cloth,  6/-;  paper  covers,  3/6. 

THE  ART  OF  MODULATION.  A  Handbook  showing  at  a 
Glance  the  Modulations  from  one  Key  to  any  other  in  the 
Octave,  consisting  of  1,008  Modulations.  For  the  Use  of 
Organists  and  Musical  Directors.  Edited  by  CARLI  ZOELLER. 
4to,  paper  covers,  5/-. 

COMPEND  OF  MUSICAL  KNOWLEDGE.  By  PERCY  BAKER, 
F.R.C.O.,  L.Mus.T.C.L.  Being  a  Guide  with  Notes,  Hints 
and  Articles  on  the  Study  of  Examination  Questions.  Crown 
8vo,  cloth,  6,/-;  paper,  3/6. 

ELEMENTARY  MUSIC.  A  Book  for  Beginners.  By  DR.  WEST- 
BROOK.  With  Questions  and  Vocal  Exercises.  Crown  8vo, 
cloth,  4/-;  paper,  2/-. 

ESSENTIALS    IN    MUSIC    STUDY    FOR    EXAMINATIONS. 

A  Helpful  Guide  both  for  the  General  Student  and  Candidates 
for  Junior  and  Intermediate  Examinations.  By  REV.  E.  H. 
MELLING,  F.R.C.O.  Cloth,  5/-;  paper  covers,  2/6. 

EXAMINATION  CANDIDATE'S  GUIDE  to  Scale  and  Arpeggio 
Piano  Playing  (with  Tests).  All  that  is  required  for  the  Various 
Exams.  By  WILSON  MANURE,  L.R.A.M.  3/-. 

EXAMINATION  TEST  QUESTIONS.  Containing  spaces  for 
the  Pupils'  Written  Answers.  By  WALTER  L.  TWINNING, 
F.R.C.O.  No.  1,  Musical  Notation  and  Time;  No.  2,  Forma- 
tion of  Scales;  No.  3,  Ornaments;  No.  4,  Intervals,  9d.  each. 

EXERCISES  IN  FIGURED  BASS  AND  MELODY  HARMON- 
IZATION. By  JAMES  LYON,  Mus.Doc.  4to,  3/6. 

EXAMPLES  OF  FOUR-PART  WRITING  FROM  FIGURED 
BASSES  AND  GIVEN  MELODIES.  By  JAMES  LYON, 

Mus.Doc.   4to,  5/6. 

These  exercises  are  printed  in  open  score  so  as  to  be  of  use  in 
score  reading  tests.  This  volume  forms  a  key  to  "Exercises  in 
Figured  Bass"  by  the  same  author  (see  above). 

EXERCISES  ON  GENERAL  ELEMENTARY  MUSIC.  A  Book 
for  Beginners.  By  K.  PAIGE.  Part  I,  1/6;  Part  II,  2/-. 
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GUIDE  FOR  THE  YOUNG  COMPOSER.  Hints  on  the  Art 
of  Composition,  with  Examples  of  Easy  Application.  By 
REV.  E.  H.  MELLING,  F.R.C.O.  Cloth,  5/-;  paper  covers,  2/6. 

HANDBOOK  OF  MUSICAL  FORM.  For  Instrumental  Players 
and  Vocalists.  By  E.  VAN  DER  STRAETEN.  With  Musical 
Examples,  205  pages.  Crown  8vo,  cloth,  6/6;  paper,  4/-. 

THE  HARMONISING  OF  MELODIES.  A  Textbook  for  Students 
and  Beginners.  By  H.  C.  BANISTER.  Third  Edition,  with 
numerous  Music  Examples.  Crown  8vo,  limp  cloth,  5/-. 

HARMONY,  EASILY  AND  PROGRESSIVELY  ARRANGED. 

Presenting  in  a  Simple  Manner  the  Elementary  Ideas  as 
well  as  the  Introduction  to  the  Study  of  Harmony.  With  about 
300  Music  Examples  and  Exercises.  By  PAUL  COLBERG. 
Crown  8vo,  cloth  7/6;  paper  covers,  3/6. 

HOW   TO   COMPOSE   WJTHIN   THE   LYRIC   FORM.      By 

EDWIN  EVANS,  F.R.C.O.  Described  for  the  General  Reader, 
Practically  Exemplified  for  the  Musician  and  Reduced  to 
Precept  for  the  Student.  With  60  Music  Examples.  Crown 
8vo,  cloth,  6/-. 

HOW  TO  HARMONIZE  MELODIES.  With  Hints  on  Writing 
for  Strings  and  Pianoforte  Accompaniments.  By  J.  HENRY 
BRIDGER,  Mus.Bac.  With  Music  Examples.  Crown  8vo, 
cloth,  6/-. 

HOW  TO  MEMORISE  MUSIC.  By  C.  F.  KENYON.  With 
numerous  Music  Examples.  Crown  8vo,  cloth,  6/-. 

HOW  TO  PLAY  FROM  SCORE.  Treatise  on  Accompaniment 
from  Score  on  the  Organ  or  Piano.  By  F.  FETIS.  Translated 
by  A.  WHITTINGHAM.  With  forty  pages  of  Examples.  Crown 
8vo,  cloth,  7/6. 

This  popular  and  useful  book  might  have  been  entitled  "The  Art 
of  Making  Arrangements  for  the  Organ  or  Pianoforte  from  Full 
Orchestral  and  Other  Scores."  It  contains  all  that  is  necessary  to 
know  upon  this  subject. 

THE  MODAL  ACCOMPANIMENT  OF  PLAIN  CHANT.     A 

Practical  Treatise.  By  EDWIN  EVANS,  Senior,  F.R.C.O. 
Part  I,  Theoretical;  Part  II,  Practical  School  of  Plain  Chant 
Accompaniment,  consisting  of  240  Exercises,  with  an  Appendix 
of  Notes.  Crown  8vo,  cloth,  10/-. 

MODERN  CHORDS  EXPLAINED.  (The  Tonal  Scale  in  Harm- 
ony.) By  ARTHUR  G.  POTTER.  Music  Examples  from  Debussy, 
Strauss  and  Bantock.  8vo,  cloth,  4/-;  paper  covers,  2/-. 
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MUSICAL  ACOUSTICS.  (Student's  Helmholtz),  or  the 
Phenomena  of  Sound  as  Connected  with  Music.  By  JOHN 
BROADHOUSE.  With  more  than  100  Illustrations.  Fifth  Im- 
pression. Crown  8vo,  cloth,  15/-. 

MUSICAL  ANALYSIS.  A  Handbook  for  Students.  By  H.  C. 
BANISTER.  With  Music  Examples.  Crown  8vo,  limp  cloth,  5/-; 
paper  covers,  2/6. 

MUSICAL    EXPRESSIONS,    PHRASES    AND    SENTENCES, 

with  their  Corresponding  Equivalents  in  French,  German  and 
Italian.   By  F.  BERGER.   8vo,  cloth,  5/6 . 

MUSICAL  PRONOUNCING  DICTIONARY.  By  DR.  DUDLEY 
BUCK.  Eighth  Edition,  with  the  Concise  Explanation  and 
Pronunciation  of  each  Term.  Edited  and  Revised  by  A. 
WHITTINGHAM.  Crown  8vo,  1/6. 

PRIMARY  COURSE  IN  THE  RUDIMENTS  OF  MUSIC,  With 
Hints  on  Answering  Questions  (Written  Work)  for  All  Exam- 
inations in  the  Primary,  Elementary  and  Preparatory  Grades. 
By  WILSON  MANHIRE,  L.R.A.M.,  etc.  2/-. 

600  QUESTIONS  AND  600  EXERCISES  IN  ELEMENTARY 

MUSICAL  THEORY.  By  W.  H.  PALMER.  Crown  8vo,  3/-. 
Intended  as  a  help  to  the  private  student  and  to  the  candidate  pre- 
paring for  the  several  musical  examinations. 

THE  RUDIMENTS  OF  GREGORIAN  MUSIC.  By  FRANCIS 
BURGESS,  F.S.A.,  Scot.  Crown  8vo,  limp  cloth,  2/6;  paper,  1/6. 

RUDIMENTS   OF   MUSIC,    Set   forth   in   Graded   QUESTIONS 

with   ANSWERS,   for  Use  of  Candidates   preparing  for  the 

Examinations  of  R.A.M.,  R.C.M.  and  T.C.L.    By  B.  How- 

ARTH,  L.R.A.M.  and  A. R.C.M.  Crown  8vo,  2/-. 

The  Answers  are  always  on  the  right  hand  page  and  can  be 

covered  over  if  desired,  the  Questions  being  on  the  corresponding 

left  hand  pages. 

SCHUMANN'S  RULES  AND  MAXIMS  FOR  YOUNG  MUSI- 
CIANS. Sewed,  6d. 

STEPS  IN  HARMONY.  With  Copious  Explanatory  Examples 
and  Graded  Test  Exercises.  A  Handbook  for  Students.  By 
DR.  CHURCHILL  SIBLEY.  With  Music  Examples  throughout. 
Crown  8vo,  boards,  6/-. 

THE  STUDENT'S  BOOK  OF  CHORDS.  With  an  Explanation  of 
their  Inversions  and  Resolutions.  By  PASCAL  NEEDHAM. 
Crown  8vo,  1/6. 
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STUDIES  IN  HISTORICAL  FACTS  AND  MUSICAL  FORM. 

Being  a  Guide  and  Note  Book  for  a  more  Systematic  Pre- 
paration of  the  General  Knowledge  Papers  now  set  at  the 
Universities  and  Colleges  of  Music.  By  PERCY  BAKER.  Cloth, 
5/6;  paper,  3/-. 

STUDIES  IN  MODULATION  for  Practical  and  Theoretical 
Purposes.  By  PERCY  BAKER,  F.R.C.O.,  etc.  3/-. 

102  TEST  QUESTIONS  ON  THE  GENERAL  RUDIMENTS  OF 
MUSIC.  In  Groups  of  Six  each  Lesson,  for  Written  or  Oral 
Use.  By  WILSON  MANHIRE,  £.tf./4.Af.  6d. 

THEORY  OF  MUSIC  FOR  YOUNG  MUSICIANS.  With 
Answers  given  to  all  the  Questions,  and  a  Dictionary  of 
necessary  Musical  Terms.  By  MARY  SHARP.  1/6. 

TRANSPOSITION  AT  SIGHT.  For  Students  of  the  Organ  and 
Pianoforte.  By  H.  E.  NICHOL.  Fourth  Edition,  with  numerous 
Musical  Exercises.  Crown  8vo,  2/-. 

The  practice  of  transposing  upon  the  lines  here  laid  down 
develops  the  "mental  ear,"  quickens  the  musical  perception  and 
gives  ease  in  sight  reading;  as  it  is  evident  that,  if  the  student  can 
transpose  at  sight,  he  will  not  have  much  difficulty  in  merely  playing 
at  sight.  Free  use  is  made  of  the  tonic  sol-fa  as  well  as  the  standard 
notation  in  many  musical  examples. 
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ADVICE  TO  VIOLIN  STUDENTS.  Containing  Information  of 
the  Utmost  Value  to  every  Violinist.  By  WALLACE  RITCHIE. 
Crown  8vo,  cloth,  7/6;  paper,  5/-. 

ART  OF  HOLDING  THE  VIOLIN  AND  BOW  AS  EXEM- 
PLIFIED BY  OLE  BULL.  His  Pose  and  Method  proved  to 
be  based  on  true  Anatomical  Principles.  By  A.  B.  CROSBY, 
M.D.,  Professor  of  Anatomy.  Portrait,  Diagrams  and  Illustra- 
tions. 8vo,  cloth,  6/-. 

ART  OF  VIOLONCELLO  PLAYING.  Tutor  in  Three  Books. 
By  E.  VAN  DER  STRAETEN.  Text  in  English  and  French.  4to. 
Book  I,  3/6;  Book  II,  4/-;  Book  III,  unpublished. 

BIOGRAPHICAL  DICTIONARY  OF  FIDDLERS.  Including 
Performers  on  the  Violoncello  and  Double  Bass.  By  A. 
MASON  CLARKE.  9  Portraits.  Post  8vo,  cloth,  21/-. 

BOW  INSTRUMENTS,  their  Form  and  Construction.  Practical 
and  Detailed  Investigation  and  Experiments  regarding  Vibra- 
tion, Sound  Results,  and  Construction.  By  J.  W.  GILTAY. 
Numerous  Diagrams.  8vo,  cloth,  1 6 /-. 

CHATS  WITH  VIOLINISTS.  By  WALLACE  RITCHIE.  Crown  8vo, 
cloth,  8/6. 

GERMAN  VIOLIN  MAKERS.  By  FRIDOLIN  HAMMA.  A  Critical 
Dictionary  of  German  Violin  Makers  with  a  Series  of  Plates 
Illustrating  Characteristic  and  Fine  Examples  of  their  Work. 
Translated  by  Walter  Stewart.  64  pages  of  text  and  80  plates 
in  half-tone,  12  x  10  inches,  cloth,  105/-. 

This  book  is  written  by  one  of  the  most  prominent  experts  in 
Europe,  this  status  assuring  the  importance  of  his  contribution  to 
violin  connoisseurship. 

About  80  fine  German  instruments  are  represented  in  the  plates 
of  this  book,  the  majority  by  two  views,  whilst  many  are  extra- 
illustrated  by  separate  scroll  pictures.  Good,  representative 
examples  of  the  German  masters  were  selected  for  the  purpose  of 
providing  the  most  informative  illustrations,  and  a  short  descriptive 
general  treatment  accompanies  each  maker's  name  in  the  text. 
The  arrangement  of  the  text  is  on  an  alphabetical  plan. 

Fridolin  Hamma's  book  is  one  of  the  most  important  contribu- 
tions of  our  time  to  violin  literature,  a  work  which  no  connoisseur 
or  maker  should  miss. 
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THE  HISTORY  OF  THE  VIOLIN  and  other  Instruments  Played 
on  with  the  Bow  from  the  Remotest  Times  to  the  Present. 
Also  an  Account  of  the  Principal  Makers.  Coloured  Frontis- 
piece and  numerous  Illustrations  and  Figures.  By  W.  SANDYS, 
F.S.A.,  and  S.  A.  FORSTER.  Demy  8vo,  cloth,  35/-. 


This  well-known  book,  first  published  in  1864,  is  especially 
valuable  in  connection  with  the  instrument  makers  of  the  English 
school,  and  is  the  chief  literary  source  of  information  concerning 
our  old  native  craftsmen.  It  is  good  to  bear  in  mind  that  as  Simon 
Forster  was  a  skilled  and  experienced  instrument  worker,  the 
technical  notes  to  be  discovered  in  the  pages  of  this  book  in  which 
he  collaborated  are  worthy  of  attention. 

HOW  TO  MAKE  A  VIOLIN.  By  J.  BROADHOUSE.  Revised 
Edition.  Folding  Plates  and  many  Diagrams,  Figures,  etc. 
Crown  8vo,  cloth,  10/6. 

CONTENTS:  Introduction — The  Parts  of  the  Violin — On  the 
Selection  of  Wood— The  Tools  required— The  Models— The 
Mould— The  Side-pieces  and  Side  Linings— The  Back— Of  the 
Belly— The  Thickness  of  the  Back  and  Belly— The  Bass  Bar— The 
Purfling — The  Neck — The  Finger-board — The  Nut  and  String 
Guard — Varnishing  and  Polishing — Varnishes  and  Colouring 
Matter — The  Varnish — A  Mathematical  Method  of  Constructing 
the  Outline — The  Remaining  Accessories  of  the  Violin. 

HOW  TO  PLAY  THE  FIDDLE.  For  Beginners  on  the  Violin. 
By  H.  W.  and  G.  GRESSWELL.  Eighth  Edition.  Crown  8vo, 
2  parts,  paper  covers,  1/6  each. 

HOW  TO  REPAIR  VIOLINS  and  other  Musical  Instruments. 
By  ALFRED  F.  COMMON.  With  Diagrams.  Crown  8vo,  cloth, 
8/6. 

AN  IMPORTANT  LESSON  TO  PERFORMERS  ON  THE 
VIOLIN.  By  the  Celebrated  TARTINI.  Portrait.  Translated 
by  DR.  BURNEY,  issued  originally  in  1779,  together  with  the 
original  Italian.  8vo,  boards,  6/-. 

INFORMATION  FOR  PLAYERS,  Owners,  Dealers  and  Makers 
of  Bow  Instruments,  also  for  String  Manufacturers.  Taken 
from  Personal  Experiences,  Studies  and  Observations.  By 
WILLIAM  HEPWORTH.  Crown  8vo,  cloth,  8/6. 

A  MUSICAL  ZOO.  Twenty-four  Illustrations  displaying  the 
Ornamental  Application  of  Animal  Forms  to  Musical  Instru- 
ments (Violins,  Viol  da  Gambas,  Guitars,  Pochette,  Serpent, 
etc.).  Drawn  from  the  Carved  Examples  by  HENRY  SAINT- 
GEORGE.  Cloth,  6/-;  paper,  3/6. 
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NOTABLE  VIOLIN  SOLOS:  How  to  Play  Them.  Three  Series 
(consisting  of  44  descriptive  Articles  in  all).  By  E.  VAN  DER 
STRAETEN.  2/6  each  series.  Also  complete  in  boards,  with 
Portraits,  15/-. 

NOTICE  OF  ANTHONY  STRADIVARI.  By  F.  J.  FETIS. 
Demy  8vo,  cloth,  25/-. 

OLD  VIOLINS  AND  VIOLIN  LORE,  Famous  Makers  of  Cre- 
mona and  Brescia,  and  of  England,  France  and  Germany 
(with  Biographical  Dictionary),  Famous  Players,  and  Chapters 
on  Varnish,  Strings  and  Bows,  with  13  full-page  plates.  By 
H.  R.  HAWEIS.  Demy  8vo,  cloth,  25/-. 

A  delightful  informal  account  of  famous  makers,  players  and 
collectors.  In  matters  pertaining  to  old  violins,  the  author  is  known 
as  a  specialist  and,  moreover,  one  who  writes  in  a  pleasant  flowing 
style,  which  cannot  be  said  of  all  specialists.  He  discourses  about 
Italian,  French  and  English  violins,  about  varnish,  strings,  bows, 
violin  dealers,  collectors  and  amateurs.  There  are  some  fine  plates, 
a  dictionary  of  violin  makers  and  a  bibliography.  This  book  is  one 
for  reading,  and  also  for  reference,  and  in  its  lighter  pages  for 
recreation. 

PLAYING  AT  SIGHT  FOR  VIOLINISTS  and  Others  in  an 
Orchestra.  Valuable  Hints  and  Aids  for  its  Mastery.  By 
SYDNEY  TWINN.  Post  8vo,  3/-. 

70  PREPARATORY  VIOLLN  EXERCISES  for  Beginners  in  the 
First  Position,  carefully  Graduated,  Supplementary  to  the 
First  Instruction  Book.  By  WILSON  MANHIRE,  L.R.A.M., 
A.R.C.M.,  etc.  2/6. 

ROYSTON'S  PROGRESSIVE  VIOLIN  TUTOR  (with  Illustra- 
tions giving  Correct  Position  for  Hand,  Wrist  and  Fingers). 
Folio,  3/-. 

SKETCHES  OF  GREAT  PIANISTS  AND  GREAT  VIOLINISTS. 

Biographical  and  Anecdotal,  with  Account  of  the  Violin  and 
Early  Violinists.  Viotti,  Spohr,  Paganini,  De  Beriot,  Ole  Bull, 
Clementi,  Moscheles,  Schumann  (Robert  and  Clara),  Chopin, 
Thalberg,  Gottschalk,  Liszt.  By  G.  T.  FERRIS.  Third  Edition. 
Crown  8vo,  cloth,  J2/6. 

TONAL  SCALES  AND  ARPEGGIOS  FOR  VIOLIN.  Intro- 
ductory to  the  Unusual  Intonation  and  Finger-grouping  of 
Advanced  Modern  Music.  By  SYDNEY  TWINN.  Folio,  3/-. 
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TREATISE  ON  THE  STRUCTURE  AND  PRESERVATION  OF 
THE  VIOLIN  and  all  other  Bow  Instruments.  By  JACOB 
AUGUSTUS  OTTO.  Together  with  an  Account  of  the  most  Cele- 
brated Makers  and  of  the  Genuine  Characteristics  of  their 
Instruments.  Translated  by  JOHN  BISHOP.  Fourth  Edition. 
Crown  8vo,  cloth,  1 2/6. 

The  author  of  this  book  on  the  structure  of  the  violin  was  at  one 
time  the  violin  maker  to  the  Court  of  the  Grand  Duke  of  Weimar. 
In  addition  to  over  thirty  years  practical  experience  in  the  repairing 
of  stringed  instruments,  he  had  a  sound  theoretical  knowledge  of 
music,  as  well  as  mathematics,  physics  and  acoustics. 

He  gives  detailed  information  on  the  construction  of  the  violin 
and  other  bow  instruments,  with  notes  on  how  to  distinguish 
between  genuine  Italian  instruments  and  spurious  imitations. 

The  book  also  includes  sections  on  the  care  of  instruments, 
strings,  bows,  rosin,  etc.  A  method  of  tracing  a  model  for  a  violin 
is  described. 

THE  VIOLIN  AND  OLD  VIOLIN  MAKERS.  Being  a  Historical 
and  Biographical  Account  of  the  Violin.  By  A.  MASON 
CLARKE.  With  Facsimile  of  Labels  used  by  Old  Masters. 
Crown  8vo,  cloth,  10/-. 

THE  VIOLIN,  ITS  HISTORY  AND  CONSTRUCTION.  Illus- 
trated and  Described  from  many  Sources.  Together  with  a 
List  of  Italian  and  Tyrolese  Makers.  With  28  Illustrations  and 
folding  Examples  of  the  First  Music  issued  for  the  Lute, 
Fiddle  and  Voice.  By  ABELE  and  NIEDERHEITMANN.  Translated 
by  J.  BROADHOUSE.  Crown  8vo,  cloth,  12/6. 

VIOLIN  MANUFACTURE  IN  ITALY  and  its  German  Origin. 
By  DR.  E.  SCHEBEK.  Translated  by  W.  E.  LAWSON.  Second 
Edition.  Square  12  mo,  cloth,  6./-;  paper,  3/6. 

VIOLIN  TECHNICS,  or  How  to  Become  a  Violinist.  Exact 
Instructions,  Step  by  Step,  for  its  Accomplishment  with  or 
without  a  Teacher.  By  "FIRST  VIOLIN."  3/-. 

VIOLINIST'S  ENCYCLOPAEDIC  DICTIONARY.  Containing 
the  Explanation  of  about  4,000  Words,  Phrases,  Signs,  Refer- 
ences, etc.,  Foreign,  as  well  as  English,  used  in  the  Study  of 
the  Violin,  and  also  by  String  Players  generally,  by  F.  B. 
EMERY,  M.A.  New  and  enlarged  edition.  246  pp.,  crown  8vo. 
Cloth,  12/6;  or  printed  on  India  paper,  suitable  for  student  or 
travel,  15/-. 

WELL-KNOWN  VIOLONCELLO  SOLOS.  How  to  Play  Them. 
Three  Series.  By  E.  VAN  DER  STRAETEN.  2/6  each  series.  Also 
complete  in  cloth,  with  Portraits,  15/-. 
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THE  AMATEUR  VOCALIST.  A  Guide  to  Singing.  -With  Useful 
Hints  on  Voice  Production,  Song  Preparation,  etc.  By  WALTER 
L.  TWINNING,  F.R.C.O.  Post  8vo,  limp  cloth,  2/-. 

THE  ART  OF  VOCAL  EXPRESSION.  A  Popular  Handbook 
for  Speakers,  Singers,  Teachers  and  Elocutionists.  By  the 
REV.  CHAS.  GIB.  Crown  8vo,  cloth,  5/-;  paper,  2/6. 

THE  CENTRAL  POINT  IN  BEAUTIFUL  VOICE  PRODUC- 
TION. By  H.  TRAVERS  ADAMS,  M.A.  Cloth,  2/6. 

ELEMENTARY  LESSONS  ON  SIGHT  SINGING.  Combining 
the  Staff  and  Tonic  Sol-fa  Notations.  With  Music  Examples 
throughout.  By  J.  W.  ROSSINGTON,  L.R.A.M.  Cloth,  3/6; 
paper,  2/-. 

HOW  TO  ATTAIN  THE  SINGING  VOICE,  or  Singing  Shorn 
of  its  Mysteries.  A  Popular  Handbook  for  those  desirous  of 
winning  Success  as  Singers.  By  A.  RICHARDS  BROAD.  Crown 
8vo,  boards,  6/-. 

HOW  TO  SING  AN  ENGLISH  BALLAD.  By  E.  PHILP.  Eighth 
Edition.  Crown  8vo,  paper,  I/-. 

HOW  TO  TEACH  CLASS  SINGING,  and  a  Course  of  Outline 
Lessons  which  illustrate  the  psychological  principles  upon  which 
successful  tuition  is  based.  By  GRANVILLE  HUMPHREYS, 
Professor  of  the  Art  of  Teaching,  Voice  Production,  etc.,  at 
the  T.S.-F.C;  late  Lecturer  in  Class  Singing  at  the  Training 
School  for  Music  Teachers.  Numerous  Music  Illustrations. 
Cloth,  10/-. 

OBSERVATIONS  ON  THE  FLORID  SONG.  Or  Sentiments 
on  the  Ancient  and  Modern  Singers.  By  P.  F.  Tosi.  Translated 
by  Mr.  Galliard.  With  folding  Music  Examples.  184  pages. 
A  Reprint  of  this  Celebrated  Book,  first  published  in  1743. 
Crown  8vo,  boards,  with  vellum-like  back.  2 1/-. 

SIMPLICITY  AND  NATURALNESS  IN  VOICE  PRODUC- 
TION. A  Plea  and  an  Argument.  By  EDWIN  WAREHAM. 

Crown  8vo,  cloth,  2/6. 

SPEECH  DISTINCT  AND  PLEASING,  or  Why  not  Learn  to 
Speak  Correctly?  A  clear  description  of  the  mental  and 
physical  qualities  on  which  the  art  of  good  speaking  is  founded. 
By  FRANK  PHILIP.  162  pages,  Crown  8vo,  cloth,  7/-;  paper 
covers,  4/-. 
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SUCCESS  IN  AMATEUR  OPERA.  Instructions  on  Auditions, 
Equipment  of  the  Society  and  the  Conductor,  Allocation  of 
Roles,  Rehearsals,  Training  of  Soloists,  Diction,  Conducting, 
etc.  By  HUBERT  BROWN.  Including  a  Section  on  Stage  Manage- 
ment, by  H  G.  TOY.  Crown  8vo,  cloth,  6/-. 

TEXTBOOK  OF  VOCAL  TRAINING  AND  PREPARATION 
FOR  SONG  INTERPRETATION.  With  a  Section  showing 
how  to  Determine  Accurately  by  Pitch  and  Curve  Graphs  the 
special  Suitability  of  Songs  selected  for  particular  Vocal 
Requirements.  Music  Illustrations  and  Descriptive  Diagrams. 
By  FRANK  PHILIP.  8vo,  cloth,  1 5/-. 

THE  THROAT  IN  ITS  RELATION  TO  SINGING.  By  WHIT- 
FIELD  WARD,  A.M.,  M.D.  Illustrations.  Crown  8vo,  cloth,  5/-. 

TREATISE  ON  THE  TRAINING  OF  BOYS*  VOICES.  With 
Examples  and  Exercises  and  Chapters  on  Choir-Organization. 
Compiled  for  the  Use  of  Choirmasters.  By  GEORGE  T.  FLEM- 
ING. Second  Edition.  Crown  8vo,  cloth,  5/-;  paper,  2/6. 

TWELVE  LESSONS  ON  BREATHING  AND  BREATH 
CONTROL  for  Singers,  Speakers  and  Teachers.  By  GEORGE  E. 
THORP.  Crown  8vo,  paper  covers,  3/-. 

TWENTY  LESSONS  ON  THE  DEVELOPMENT  OF  THE 
VOICE.  For  Singers,  Speakers  and  Teachers.  By  G.  E. 
THORP.  Crown  8vo,  limp  cloth,  2/6. 

THE  VOICE  AND  SINGING.  Practically  Explained,  Condensed 
but  Comprehensive  Treatise,  designed  principally  for  Students 
and  Amateurs,  by  an  Experienced  Singer  and  Teacher  (C.  W 
PALMER).  Cloth,  5/-;  paper,  2/6. 

VOCAL  SCIENCE  AND  ART.  Hints  on  Production  of  Musical 
Tone.  By  REV.  CHAS.  GIB.  The  Boy's  Voice,  Muscular 
Relaxation,  Art  of  Deep  Breathing,  Elocution  for  Ordination 
Candidates.  Crown  8vo,  cloth,  6/-. 

VOCAL  SUCCESS,  or  Thinking  and  Feeling  in  Speech  and  Song, 
including  a  Chapter  on  Ideal  Breathing  for  Health.  By  the 
REV.  CHAS.  GIB.  Crown  8vo,  cloth,  5/-;  paper  covers,  2/6. 

VOICE  PRODUCTION  FOR  ELOCUTION '  AND  SINGING. 

By  REV.  E.  H.  MELLING.  Music  Examples.  31  pages,  f'cap  8vo, 
cloth,  4/-;  paper  covers,  2/-. 
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In  addition  to  our  valuable  series  of  publications  listed  in  this 
Catalogue,  we  hold  an  extensive  stock  of  secondhand  and  out- 
of-print  books  on  music,  especially  on  the  Violin,  Organ,  and 
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WILLIAM  REEVES  BOOKSELLER  LTD. 

la  Norbury  Crescent,  London,  S.W.I 6 


Hathaway,  Joseph  W.  G. 

AH  analysis\of  Mendelssohn's 
organ  works 


Music 


OF  MUSIC 
LIBRARY 


DATE  DUE 

OCT271998 


-M-i.TC1   SZPT  .  12 


HURS    3:30-9:45 
0-5:45 


: 


E 
>OCKET 

BRARY 


